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Chapter 1 


Introduction to 

Basic 

Drawing 


Although the age-old art of pencil drawing is the basic foundation 
of all the visual arts, its elemental beauty allows it to stand on its 
own. And pencil art is amazingly versatile—it can range from sim¬ 
ple, unshaded contour line drawings to complex, fully rendered 
compositions with a complete range of tonal values. The projects in 
this book are taken from some of the most popular drawing books 
in Walter Foster’s How to Draw and Paint Series. And because all 
the successful artists featured in this book have developed their 
own special approach to drawing, there are countless lessons to be 
learned from their individual and distinct perspectives. You’ll find 
all the inspiration you need as you follow a diverse presentation of 
subject matter and instruction. So grab a pencil and start making 
your mark! 
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Tools and Materials 




D rawing is not only fun. it is also an important art form in 
itself. Even when you write or print your name, you are 
actually drawing! If you organize the lines, you can make shapes; 
and when you carry that a bit further and add dark and light 
shading, your drawings begin to take on a three-dimensional 
form and look more realistic. One of the great things about draw¬ 
ing is that you can do it anywhere, and the materials are very 
inexpensive. You do get what you pay for, though, so purchase 
the best you can afford at the time, and upgrade your supplies 
whenever possible. Although anything that will make a mark can 
be used for some type of drawing, you'll want to make certain 
your magnificent efforts will last and not fade over lime. Here are 
some of the materials that will gel you oil to a good start. 


Drawing Papers For fin¬ 
ished works of art, using 
single sheets of drawing 
paper is best. They are 
available in a range of sur¬ 
face textures: smooth grain 
(plate and hot pressed), 
medium grain (cold press¬ 
ed), and rough to very 
rough. The cold-pressed 
surface is the most versa¬ 
tile. It is of medium texture 
but It’s not totally smooth, 
so it makes a good surface 
for a variety of different 
drawing techniques. 


Charcoal Papers Char¬ 
coal paper and tablets are 
also available in a variety 
of textures. Some of the 
surface finishes are quite 
pronounced, and you can 
use them to enhance the 
texture in your drawings. 
These papers also come in 
a variety of colors, which 
can add depth and visual 
interest to your drawings. 


Tortiltons These paper 
“stumps" can be used to blend 
and soften small areas where 
your finger or a cloth is too 
large. You can also use the 
sides to quickly blend large 
areas. Once the tortillons 
become dirty, simply rub t 

them on a cloth, and K 

they're ready to go again. i 


Utility Knives Utility 
knives (also called "craft" 
knives) are great for clean¬ 
ly cutting drawing papers 
and mat board. You can 
also use them for sharp¬ 
ening pencils. (See the 
box on page 7.) Blades 
come in a variety of shapes 
and sizes and are easily 
interchanged. But be care¬ 
ful; the blades are as 
sharp as scalpels! 


Sketch Pads Conveniently bound 
drawing pads come in a wide 
variety of sizes, textures, 
weights, and bindings. 

They are particularly 
handy for making quick 
sketches and when drawing out¬ 
doors. You can use a large sketch¬ 
book in the studio for laying out a 
painting, or take a small one with 
you for recording quick impressions 
when you travel. Smooth-to medium- 
grain paper texture (which is called the 
“tooth") is often an ideal choice. 


Work Station It is a good idea to set up a work area that has good lighting and enough 
room for you to work and lay out your tools. Of course, an entire room with track lighting, 
easel, and drawing table is ideal. But all you really need is a place by a window for natural 
lighting. When drawing at night, you can use a soft white light bulb and a cool white fluores¬ 
cent light so that you have both warm (yellowish) and cool (bluish) light. 


Artist’s Erasers 

A kneaded eraser is a 
must. It can be formed into 
small wedges and points 
to remove marks in very 
tiny areas. Vinyl erasers 
are good for larger areas; 
they remove pencil marks 
completely. Neither eraser 
will damage the paper 
surface unless scrubbed 
too hard. 
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Gathering the Basics 


You don’t need a lot of supplies to start: you can begin enjoying 
drawing with just a #2 or an HB pencil, a sharpener, a vinyl 
eraser, and any piece of paper. You can always add more pencils, 
charcoal, tortillons. and such later. When shopping for pencils, 
notice that they are labeled with letters and numbers; these indi¬ 
cate the degree of lead softness. Pencils with B leads are softer 
than ones with H leads, and so they make darker strokes. An HB 
is in between, which makes it very versatile and a good beginners 
tool. The chart at right shows a variety of drawing lools and the 
kind of strokes that are achieved with each one. As you expand 
your pencil supply, practice shaping different points and creating 
different effects with each by varying the pressure you put on the 
pencil. The more comfortable you are with your tools, the better 
your drawings will be! 

Adding On 

Unless you already have a drawing table, you will probably want 
to purchase a drawing board. It doesn't have to be expensive: just 
get one large enough to accommodate individual sheets ol draw¬ 
ing paper. Consider getting one with a cut-out handle, especially 
if you want to draw outdoors, so you can easily carry it with you. 



Spray Fix A fixative “sets" a drawing and protects it from smearing. Some artists avoid 
using fixative on pencil drawings because it tends to deepen the light shadings and elimi¬ 
nate some delicate values. However, fixative works well for charcoal drawings. Fixative is 
available in spray cans or in bottles, but you need a mouth atomizer to use bottled fixative. 
Spray cans are more convenient, and they give a finer spray and more even coverage. 


I IB. 

s/mrp point 


HB. 

Iiruiu! /Mint 



HB An HB with a sharp point produces crisp lines and offers 
good control. With a round point, you can make slightly thick¬ 
er lines and shade small areas. 



Flat For wider strokes, use the sharp point of a flat z,B. A large, 
flat sketch pencil is great for shading large areas, but the sharp, 
chiseled edge can be used to make thinner lines too. 



i /mil mil 



limit mil 


VVliiir 
Imaoii. 

Charcoal 4B charcoal is soft, so it makes a dark mark. 
Natural charcoal vines are even softer, and they leave a more 
crumbly residue on the paper. Some artists use white charcoal 
pencils for blending and lightening areas in their drawings. 




Conte Crayon or Pencil Conte crayon is made from very 
fine Kaolin clay. Once it came only in black, white, red. and 
sanguine sticks, but now it's also available in a wide range of 
colored pencils. Because it's water soluble, it can be blended 
with a wet brush or doth. 


Sharpening Your Drawing Implements 



A Utility Knife can be used to form different points 
(chiseled, blunt, or flat) than are possible with an ordi¬ 
nary pencil sharpener. Hold the knife at a slight angle to 
the pencil shaft, and always sharpen away from you, 
taking off only a little wood and graphite at a time. 



A Sandpaper Block will quickly hone the lead into 
any shape you wish. It will also sand down some of the 
wood. The finer the grit of the paper, the more control¬ 
lable the resulting point. Roll the pencil in your fingers 
when sharpening to keep the shape even. 



Rough Paper is wonderful for smoothing the pencil 
point after tapering it with sandpaper. This is also a 
great way to create a very fine point for small details. 
Again, it is important to gently roll the pencil while hon 
ing to sharpen the lead evenly. 
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Perspective 


D rawing is actually quite simple; just sketch the shapes and 
masses you see. Sketch loosely and freely—if you discover 
something wrong with the shapes, you can refer to the rules of 
perspective below to make corrections. Your drawings don't need 
to be tight and precise as far as geometric perspective goes, but 
they should be within the boundaries of these rules for a realistic 
portrayal of the subject. 


Practice is the only way to improve your drawing skills and to 
polish your hand-eye relationships. It’s a good idea to sketch 
everything you see and keep all your drawings in a sketchbook 
so you can track the improvement. (See page 12 for more on 
sketching and keeping a sketchbook.) Following are a few exer 
cises to introduce the basic elements of drawing in perspective. 
Begin with the one-point exercise. 


One-Point Perspective 

In one-point perspective, the face of a box is the closest part to 
the viewer, and it is parallel to the horizon line (eye level). 

The bottom, lop, and sides of the face are parallel to the pic¬ 
ture plane. 

Horizon line 

i. Draw a horizontal line and label it “eye 
level” or "horizon line.” Draw a box below 
this line. 

VP 

! 

2. Now draw a light guideline from the top 
right corner to a spot on the horizon line. 

Place a dot there and label it VP (vanish¬ 
ing point). All side lines will go to the 
same VP. 

\ 

_ 

VP 


3. Next, draw a line from the other corner as 
shown; then draw a horizontal line to 
establish the back of the box. 

VP 


4. Finally darken all lines as shown, and you 
will have drawn a perfect box in one-point 
perspective. This box may become a book, 
a chest, a building, etc. 




Two-Point Perspective 

In two-point perspective, the comer of the box is closest to 
the viewer, and two VPs are needed. Nothing is parallel to 
the horizon line in this view. The vertical lines are parallel 
to the sides of the picture plane. 

VP Horizon line VP 


J. Establish the horizon line (see "One-Point 
Perspective” at left), and then place a dot 
at each end and label them VP. Draw a ver¬ 
tical line that represents the corner of the 
box closest to the viewer. 



lines for the back of the sides. 


VP VT 



have drawn a perfect box in two-point 
perspective. 



1. Draw a box in two-point perspective. 


2. Find the center of the face by drawing diagonal lines 
from corner to corner; then draw a vertical line upward 
through the center. Make a dot for the roof height. 


3. Using the vanishing point, draw a line for the angle 
of the roof ridge; then draw the back of the roof. The 
angled roof lines will meet at a third VP somewhere 
in the sky. 
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Basic Forms 

There are four basic forms you should know: the cube, the cone, 
the cylinder, and the sphere. Each of these forms can be an ex¬ 
cellent guide for beginning a complex drawing or painting. Be¬ 
low are some examples of these forms in simple use. 


Creating Depth with Shading 

To create the illusion of depth when the shapes are viewed 
straight on, shading must be added. Shading creates different 
values and gives the illusion of depth and form. The exam¬ 
ples below show a cone, a cylinder, and a sphere in both the 
line stage and with shading for depth. 


ADO 

ADO 


Ellipses 

An ellipse is a circle viewed at an angle. 
Looking across the face of a circle, it is 
foreshortened, and we see an ellipse. The 
axis of the ellipse is constant, and it is 
represented as a straight centerline 
through the longest part of the ellipse. 
The height is constant to the height of 
the circle. Here is the sequence we might 
see in a spinning coin. 




Eve level - 

| To VP 



Notice the use of eye-level VPs to 
establish planes for the ellipses. 


Foreshortening 

As defined in Webster's dictionary, to foreshorten is “to repre 
sent the lines (of an object) as shorter than they actually are 
in order to give the illusion of proper relative size, in accor¬ 
dance with the principles of perspective.” Here are a few 
examples of foreshortening to practice. 

_ Foreshortened lines 





Side view (Jlut / 


Front view 
(foreshortened) 


Cast Shadows 

When there is only one light source (such as the sun), all shad¬ 
ows in the picture are cast by that single source. All shadows 
read from ihc same vanishing point. This point is placed directly 
under the light source, whether on the horizon line or more for¬ 
ward in the picture. The shadows follow' the plane on which the 
object is sitting. Shadows also follow the contour of the plane on 
which they are cast. 


light source 


Light rays travel in straight lines. When they strike an 
object, the object blocks the rays from continuing and 
creates a shadow relating to the shape of the block¬ 
ing object. Here is a simple example of the way to / 
plot the correct shape and length of a shadow / 
for the shape and the height of the light. / 



If the light is raised, lowered, 


or moves to the side, the 


shape of the shadow will 


change accordingly. 
















Warming Up 


D rawing is about observation. If you can look at your subject 
and really see what is in front of you, you're halfway there 
already—the rest is technique and practice. Warm up by sketch¬ 
ing a few basic three-dimensional forms—spheres, cylinders, 
cones, and cubes. (See page 18 for more on basic shapes and 
their corresponding forms.) Gather some objects from around 
your home to use as references, or study the examples here. And 
by the way, feel free to put a translucent piece of paper over these 
drawings and trace them. It’s not cheating—it’s good practice. 

Starting Out Loosely 

Begin by holding the pencil loosely in the underhand position. 
(See page 18.) Then, using your whole arm, not just your wrist, 
make a series of loose circular strokes, just to get the feel 
of the pencil and to free your arm. (If you use only your wrist 
and hand, your sketches may appear stiff or forced.) Practice 
drawing freely by moving your shoulder and arm to make loose, 
random strokes on a piece of scrap paper. Keep your grip relaxed 
so your hand does not get tired or cramped, and make your lines 
bold and smooth. Now start doodling—scribble a bunch of loose 
shapes without worrying about drawing perfect lines. You can 
always refine them later. 




Roughing In Lightly 
sketch the general 
shapes of a variety of 
objects, roughly indicat¬ 
ing the shaded areas. 
Also look at the shape of 
the shadow the object 
throws, and use your 
darkest shading here. 
Experiment by using dif¬ 
ferent types of pencils (H. 
HB, 2B), changing the 
pressure on your pencil, 
and see what different 
lines you create. 




to 


Blocking In a Simple Composition 


Now loosely sketch an assortment of 
shapes in a simple still life. (See Chapter 2 
for a more in-depth coverage of draw ing 
still lifes.) Collect objects that have a vari¬ 
ety of sizes and shapes—large and small, 
tall and short, spherical and rectangular— 
and put them together in an interesting 
arrangement. Then start blocking in the 
shapes using a sharp MB pencil. Remem¬ 
ber to use your w'hole arm and to work 
quickly so you don’t start lightening up 
and getting caught up in details. The more 
you practice drawing this way, the more 
quickly your eye will learn to see w hat’s 
really there. 


Measuring Up Before you start sketching the individual 
shapes, make sure you establish the correct proportions. 
When drawing freely like this, it's easy to lose sight of the 
various size relationships. Draw a few guidelines to mark 
the height of each object, and keep your sketches within 
those lines. 





t fi 


Time’s Up You can create this piece by lightly roughing out the objects using rectangles and circles. Then refine the shapes and gently erase the initial guidelines. 





Starting with Sketches 


S ketching is a wonderful method of quickly capturing an 
impression of a subject. Depending on the pencil lead and 
technique used, you can swiftly record a variety of shapes, tex¬ 
tures, moods, and actions. For example, dark, bold strokes, can 
indicate strength and solidity; lighter, more feathered strokes can 
convey a sense of delicacy; and long, sweeping strokes can sug¬ 
gest movement. (See the examples below for a few common 
sketching techniques.) Some artists often make careful sketches 
to use as reference for more polished drawings later on, but loose 
sketches are also a valuable method of practice and a means of 
artistic expression, as the examples on these pages show. You 
might want to experiment with different strokes and sketching 
styles. With each new exercise, your hand will become quicker 
and more skilled. 



Recording Your Impressions 

Here are examples of a few pages that 
might be found In an artist’s sketchbook. 
Along with sketching 
interesting things you 
see, make notes about 
the mood, colors, light, 
time of day—anything 
that might be helpful 
when you refer back to 
them. It's a good idea 
to carry a pad and 
pencil with you at all 
times, because you 
never know when you 
will come across an 
interesting subject 
you’d like to sketch. 


Using Circular Strokes Loose, 
circular strokes are great for quickly 
recording simple subjects or for 
working out a still life arrangement, 
as shown in this example, lust draw 
the basic shapes of the objects and 
indicate the shadows cast by the 
objects; don't pay attention to ren¬ 
dering details at this point. Notice 
how much looser these lines are 
compared to the examples from the 
sketchbook at right. 




Scribbling Free, scribbled lines can 
also be used to capture the general 
shapes of objects such as clouds, 
treetops, or rocks. Use a soft B lead 
pencil with a broad tip to sketch the 
outlines of the clouds; then roughly 
scribble in a suggestion of shadows, 
hardly ever lifting your pencil from 
the drawing paper. Note how this 
technique effectively conveys the 
puffy, airy quality of the clouds. 


Using Wide, Bold Strokes This 
method is used for creating rough 
textures and deep shadows, making 
it ideal for subjects such as foliage 
and hair and fur textures. For this 
example, use the side of a 2B pencil, 
varying the pressure on the lead and 
changing the pencil angle to produce 
different values (lights and darks) 
and line widths. This creates the 
realistic form and rough texture of 
a sturdy shrub. 






Sketching for Reference Material Here is an example of using a rough sketch as a 
source of reference for a more detailed drawing. Use loose, circular strokes to record an 
impression of the flower’s general shape, keeping your lines light and soft to reflect the 
delicate nature of the subject. Then use the sketch as a guide for the more fully rendered 
flower above. 
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Filling In Create the white picket fence by filling in the negative spaces around the 
slats. Don't draw the slats—instead draw the shapes surrounding them and then fill 
in the shapes with the side of a soft lead pencil. Once you establish the shape of the 
fence, refine the sketch a bit by adding some light shading on the railings. 


Silhouetting This stand of trees is a little more complicated than the fence, but 
having sketched the negative spaces simplified it Immensely. The negative shapes 
between the tree trunks and among the branches are varied and irregular, which adds 
a great deal of interest to the drawing. 


Conveying Movement To show movement in a drawing, you need to fool the viewer's 
eye and make It appear as if the object is moving up, down, or sideways. In the examples 
above, the arrows indicate the direction of movement—but your pencil strokes should actu¬ 
ally be made in the opposite direction. Press down at the beginning of each stroke to get 
a strong line, lifting your pencil at the end to taper it off. Note how these lines convey the 
upward and downward direction of water and the rising and billowing movement of smoke. 


Rendering Wave Action Quickly sketch a wave, using long, flowing strokes to indicate 
the arcing movement of the crest, and make tightly scribbled lines for the more random 
motions of the water as it breaks and foams. As in the examples at left, your strokes should 
taper off in the direction opposite the movement of the wave. Also sketch in a few meander¬ 
ing lines in the foreground to depict the slower movement of the pooled water as it flows 
and recedes. 


Sometimes it’s easier to draw the area around an object instead of drawing 
the object itself. The area around and between objects is called the “negative 
space." (The actual objects are the “positive space.”) If an object appears to be 
too complex or if you are having trouble “seeing" it, try focusing on the nega¬ 
tive space instead. At first it will take some effort, but if you squint your eyes, 
you'll be able to blur the details so you see only the negative and positive 


spaces. You’ll find that when you draw the negative shapes around an object, 
you’re also creating the edges of the object at the same time. The examples 
below are simple demonstrations of how to draw negative space. Select some 
objects in your home and place them in a group, or go outside and look at a 
clump of trees or a group of buildings. Try sketching the negative space, and 
notice how the objects seem to emerge almost magically from the shadows! 
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Learning to See 





Drawing with a Continuous Line 

When drawing a sketch like the one of 
this man pushing a wheelbarrow, glance 
only occasionally at your paper to check 
that you are on track, but concentrate 
on really looking at the subject and trac¬ 
ing the outlines you see. Instead of lift¬ 
ing your pencil between shapes, keep 
the line unbroken by freely looping back 
and crossing over your lines. Notice how 
this simple technique effectively cap¬ 
tures the subject. 


Penciling the Contours 

In contour drawing, pick a starting point on your subject and then 
draw only the contours—or outlines—of the shapes you see. 
Because you’re not looking at your paper, you're training your 
hand to draw the lines exactly as your eye sees them. Try doing 
some contour drawings of your own; you might be surprised at 
how well you’re able to capture the subjects. 


Drawing Children 

By training your eye 
to observe carefully 
so that you can draw 
quickly, you can 
easily capture the 
action of this child 
looking and then 
reaching into the bag. 


M any beginners draw without really looking carefully at their 
subject; instead of drawing what they actually see, they 
draw what they think they see. Try drawing something you know 
well, such as your hand, without looking at it. Chances are your 
finished draw ing won’t look as realistic as you expected. That’s 
because you drew what you think your hand looks like. Instead, 
you need to forget about all your preconceptions and learn to 
draw’ only what you really see in from of you (or in a photo). 

Two great exercises for training your eye to see are contour 
drawing and gesture drawing. 


Drawing “Blind" The contour drawing above can be made while occasion¬ 
ally looking down at the paper while you draw your hand. The drawing on the 
right is an example of a blind contour drawing, where you can draw without 
looking at your paper even once. It will be a little distorted, but it’s clearly your 
hand. Blind contour drawing is one of the best ways of making sure you’re 
truly drawing only what you see. 


To lest your observation 
shills, study an object very 
i lastly for a few minutes, 
and then close your eves 
and try drawing il from 
memoryi Idling your hand 
follow the mental image. 




Reflections and Lace by William F. Powell 



Step Three At this stage, smooth the shading 
on the egg and creamer with a paper stump. 
Then study how the holes in the lace change 
where the lace wrinkles and then settles back 
into a flat pattern. Begin drawing the lace pat¬ 
tern using one of the methods described on the 
opposite page. 


You might often foul 
objects Jar your still lift 
drawings in the most 
unexpected places. Combine 
objects you believe even t 
trialed, and they might 
surprise you by creating 
an appealing still life. 


Step Two Once the two central items are in 
place, establish the area for the lace, and add 
light shading to the table surface. Next position 
the reflection of the lace and egg on the cream¬ 
er’s surface. Begin lightly shading the inside and 
outside surfaces of the creamer, keeping in 
mind that the inside is not as reflective or shiny. 
Then start lightly shading the eggshell. 


T he shiny surface of a highly polished, 
silver creamer is perfect for learning 
lo render reflective surfaces. For this 
exercise, use plate-finish Bristol board, 

HB and 2B pencils, and a kneaded eraser 
molded into a point. Begin by lightly 
drawing in the basic shapes of the egg 
and creamer. 


Step One Begin by lightly blocking in the basic 
shapes of the egg and the creamer. Don’t go on 
to the next step until you're happy with the 
shapes and the composition. 
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Step Four In the final drawing, pay close attention to the 
reflected images because they are key to successfully 
rendering the objects. Interestingly the egg's position 
in the reflection is completely different than its actual 
position on the table because in the reflection we see 
the back side of the egg. 




Fool 


Spout 


Foot and Spout Details These two close-up drawings 
show detail on the creamer's spout and feet. These are not 
as shiny as the rounded bowl. Re-create this matte finish 
by blending the edges and making the concave shadow 
patterns darker and sharper. 




<3 

o 


\ \\ \ 




Vj v. 


c=> iSltT 


’ o 


Cb 


O 




o 

<3 o 
Oo O 


C i 

O o 


o o 















Lace Pattern Detail The drawings above show two approaches for creating the lace pat¬ 
tern. You can draw guidelines for each hole and then shade inside them (left), or you can 
lightly shade in the shape of each hole (right). Either way, you are drawing the negative 
shapes. (See page 13.) Once the pattern is established, shade over the areas where you see 


shadows, along with subtle shadows cast within most of the holes. Make the holes in the 
foreground darker than those receding into the composition, but keep them lighter than the 
darkest areas on the creamer. After this preliminary shading is completed, add details of 
dark and light spots on the lace. 
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Bottle and Bread by William F. Powell 


T his exercise was drawn on vellum-finish Bristol board with 
an HB pencil. Vellum finish has a bit more "tooth” than the 
smoother plate finish does, resulting in darker pencil marks. 




Paying Attention to Detail In the close-up examples below, the 
guidelines show the distorted wine level, which is caused by the bot¬ 
tle’s uneven curves. An artist must make important observations like 
this in order to create natural, true-to-life drawings. 



The simplest items 
in vour kitchen cun lh' 
gathered up into an 
inviting scene. 


J 


/ 
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Blocking In the 
Composition Begin 
lightly sketching the wine 
bottle, bread loaf, knife, 
and cutting board, rough¬ 
ing in the prominent items 
first, then adding the 
remaining elements in 
step 2. Continue refining 
the shapes in step 3. and 
then indicate the place¬ 
ment for the backdrop. 




Placing Highlights 
and Shadows Lightly 
outline where the high¬ 
lights will be so you don’t 
accidentally fill them in 
with pencil. Now add 
shadows with uniform 
diagonal strokes. Use 
vertical strokes on the 
sides of the cutting board. 
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Developing Form and Texture 

To draw the irregular texture of 
the bread's interior, make a variety 
of marks—tiny lines, dots, and 
smudges—creating a speckled, 
breadcrumb appearance. For the 
crust, use longer, flowing strokes 
that wrap around the bread's exte¬ 
rior. Finish with angled lines on 
the crust for additional texture. 


Glass Detail To draw 
a finished look of shiny 
glass, follow steps 1 
through 3 showing the 
bottle's spout. Draw in 
shapes for the light and 
dark areas, then evenly 
shade over all areas that 
don't contain highlights. 
Finally fill in the darkest 
areas and clean out any 
highlights with a pointed 
kneaded eraser. 
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Chapter 3 


Introduction to 

Animals 


The myriad breeds and species of animals that exist throughout 
the world offer endless possibilities for drawing subjects. Whether 
it’s an adorable puppy, a slithering snake, or a galloping horse, an 
animal subject provides a wide range of shapes, lines, and textures 
to challenge and inspire you. And drawing animals isn’t difficult at 
all—just follow the simple, step-by-step instructions in the follow¬ 
ing lessons. As you learn to draw by starting with basic shapes and 
progressing through finished renderings, you’ll also discover various 
shading techniques and finishing touches that will bring your ani¬ 
mal drawings to life. And with just a little practice, you'll be able to 
create your own artwork featuring all your favorite animal subjects. 
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Drawing Animals by Michael Butkus 



Studying the Head When 
drawing the head, pay special 
attention to the giraffe's most 
distinctive features. Emphasize 
the narrow, tapered muzzle and 
the heavy-lidded eyes, adding 
long, curved eyelashes. To 
make sure the knobbed horns 
don't look "pasted on,” draw 
them as a continuous line from 
the forehead, curving back 
where they attach to the head. 


Rough Coat Using the 
side of your pencil, shade in 
several directions. With your 
pencil, use different strokes 
and various pressures. 


Short Hair Use a blunt HB 
to make short, overlapping 
strokes, lifting the pencil at 
the end to taper the tips. 


Working Out the Structure To draw the full body, make 
sure the proportions are correct. Begin by placing circles for the 
midriff, shoulders, withers, and haunches. Then use the body 
width as a guide for the other parts: the neck (from shoulder to 
head) and the legs are all bout the same length as the body is 
wide, and the head is roughly a third as long. 


Developing Markings Start 
drawing this trio by sketching 
and refining their general 
shapes and then outlining the 
markings with a sharp-pointed 
HB. Then shade in the spots 
with a round-tip HB. making 
your strokes darker in the shad¬ 
ow areas, both on the spots 
and between them. 




Smooth Coat Shade the 
undercoat with the side of a 
blunt 2B and pick out ran¬ 
dom coat hairs with a sharp 
HB pencil. 


Long Hair Make wavy 
strokes in the direction the 
hair grows, lifting the pencil 
at the end of each stroke. 


A nimals are fascinating subjects, and you can spend 
many hours at the zoo with your sketchpad, studying 
their movements, their body structures, and their coat tex¬ 
tures. (See pages 8b-87 for more on drawing animals from 
life.) And because pencil is such a versatile tool, you can 
easily sketch a rough-coaled goat or finely stroke a smooth- 
haired deer. Of course, you don’t have to go to the zoo to 
find models; try copying the drawings here, or find a 
wildlife book for reference, and draw the animals that 
appeal to you. 


56 




Making Your Subject Unique 

Before you begin drawing any animal subject, ask yourself whal 
it is that makes that animal distinct from all others. For example 
sheep, horses, and giraffes all have hooves and a similar body 
structure, but a bighorn sheep has curled horns and a shaggy 
coat, a horse has a smooth coat and a single-toe hoof, and a 
giraffe has an elongated neck and legs and boldly patterned 
markings. Focusing on these distinguishing characteristics 
will make your drawings believable and lifelike. 


Creating a Portrait To capture this horse's likeness, focus on its features: the large nos¬ 
tril, wide eye, pointed ears, and strong cheekbone all distinguish this horse from, say, the 
sheep on the left or the giraffe on the opposite page. Use a sharp-pointed pencil for the 
outline and details, and the flat side of the lead for shadows. Then go back over the shad¬ 
ing with the point to accentuate the underlying muscles, leaving large areas of white to 
suggest a smooth, glossy coat. 


Depicting Hair To show the texture of this bighorn's coat, use 
the point of a 28 to apply long, wavy strokes on the body. Then 
draw short, wispy tendrils on the legs and underbelly. 



Showing Action Drawing from pictures of animals helps 
you study their movements frozen by the camera. Focus 
on the sharp angles of the legs and feet, and suggest the 
underlying muscles by varying the direction of your strokes. 


Focusing on Feet Horses have solid, single-toed 
hooves, whereas giraffes, sheep, and other ruminants 
have split (cloven) hooves. Notice that the horse's hoof 
is angled a little more than the giraffe's and that the 
giraffe’s toes are not perfectly symmetrical. 



Horse Giraffe 
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Doberman Pinscher by Mia Tavonatti 




Step Three Next erase any guidelines that are no longer 
needed. Then begin placing light, broken lines made up of 
short dashes to indicate where the value changes in the coat 
are. These initial lines will act as a map for later shading. 



them a more contoured appearance. Then add the eyes and 
nose, following the facial guidelines. Finally refine the out¬ 
line of the muzzle. 


Step One With a sharp HB pencil, block in the boxy shape 
of the Doberman’s head and shoulders with quick, straight 
lines. Even at this early stage, you want to establish a 
sense of dimension and form, which you'll build upon as 
the drawing progresses. 


Step Four For the dog's 
short hair, begin with 
small, dark hatch marks 
to establish the bristly, 
coarse nature of the coat. 
Then fill in the darks of the 
eyes and eyebrows, and 


Step Five Now fill in the remaining darks. First create some graphite dust by rubbing 


dot in a few light rows of 


a pencil over a sheet of fine sandpaper. Then pick up the graphite dust with a medium- 


whiskers at the tip of the 


sized blending stump and shade in the dark areas of the dog's fur and nose. To avoid 


muzzle. 


hard edges, blend to create soft gradations where the two values meet. 
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E by William F. Powell 



G reat Danes have elegant stature and unique faces. While their 
enormous size (they can reach 30 inches tall at the shoulder) 
may be slightly intimidating, they are actually very gentle and 
affectionate, especially with children. 


Developing the Shape In steps 1 and 2. use an HB pencil to block in the dog's large 
head. Notice the droopy lips and eyelids, which give the subject a pleading expression. 
Refine the shapes, and lightly shade with a 2B pencil to bring out the form and contours 
of the head in step 3. The minimal shading will give the coat a smooth appearance. 


ITse a fructified 
eraser lit pull out 
the highlight on 
the (log’s nose. 


Creating Form Add darker values within the center of 
the ear to create the curvature of the ears, "carving out" 
the area through skillful shading, as shown in the final 
drawing. To enhance the shine of the nose, shade it evenly, 
and use a kneaded eraser to pull out highlights. 
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Siberian Husky Puppy by Mia Tavonatti 


T he Husky is an athletic sled dog with a thick coat. It 
has a deep chest and a bushy tail, evident even at the 
young age of this little pup. 


Step One First suggest the position of the spine and tail 
with one gently curving gesture line. Then use this line to 
position the round shape of the head, body, hindquarters. 
Next draw guidelines for the pup's facial features, at the 



Step Three Once you're satisfied with the pose and the 
way it has taken shape, begin to develop the puppy’s coat. 
Apply a series of short, parallel strokes that follow the pre¬ 
vious outline, producing the appearance of a thick coat. 
Using the same kind of strokes, outline the color pattern of 
the coat. Then place the eyes, nose, mouth, and tongue, 
and refine the paws. 




Step Two Now outline the entire torso using 
smooth, quick lines based on the initial shapes. 
Place the triangular ears and suggest the upper 
portion of the four legs. 



Step Four Next erase any guidelines you don't need and begin 
shading the dark areas of the fur with the broad side of the pen¬ 
cil. Use straight strokes that follow the direction of hair growth, 
radiating from the center of the face and chest. Next shade in 
the nose and pupils. Then add a background to contrast with 
the white of the puppy's chest. Apply straight, broad strokes 
with the side of the pencil, using horizontal hatching lines. 
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Step Five At this stage, add volume to the dog's form, defining 
it with a few light strokes along the edges of the white fur. Now 
shade the far hind leg and left cheek by covering those areas with 
more strokes. Next go over the dark fur with a softer pencil and 
thinner, darker strokes, applying denser strokes toward the edges 
to suggest form. Finish the piece by adding the final details and 
shading to the nose, mouth, eyes, and inner ears. 


Comparing the Puppy and the Dog 

Young puppies and full-sized dogs have the same fea¬ 
tures but in different proportions. Proportion refers to 
the proper relation of one part to another or to the 
whole—particularly in terms of size or shape—and it 
is a key factor in achieving a good likeness. A puppy 
isn't just a small dog. Although a puppy has all the 
same parts as its adult counterpart, the puppy’s body 
appears more compact than the dog’s—and its paws, 
ears, and eyes seem much larger in proportion to the 
rest of its body. In contrast, the adult dog seems longer, 
leaner, and taller. Its muzzle appears larger in propor¬ 
tion to the rest of its body, and its teeth are noticeably 
bigger. Keeping these proportional differences in mind 
and incorporating them in your drawings will help you 
make your artwork look convincingly realistic. 
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English Bulldog by William F. Powell 


i 


T he powerful English Bulldog, with its stocky, muscular 
body, is a fun, challenging breed to draw. Even though the 
pronounced underbite of this dog gives it a gruff expression, 
it is known to be very affectionate and docile. 




Blocking In In step 1, block in the general outline with 
short, straight lines. Keep the legs short and bowed to give 
the dog its compact, stocky appearance. As you sketch the 
features in step 2, study the low placement of the eyes, as 
well as how the nose is pushed into the face. 



Placing Shadows and Details Begin shading with a sharp 
2B pencil, developing the folds on the face and the contours and 
shadows along the body. Keep the pencil fairly sharp to make 
the folds distinct and the fur smooth. Use a sharp pencil to add 
the details in the eyes. As in all the drawings, work at your own 
pace, and don’t rush when shading the fur. Your attention to 
detail will be apparent in the final rendering. 
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Miniature Schnauzer by William F. Powell 


T he Miniature Schnauzer’s bushy eyebrows and long beard 
give it a striking appearance. Almost square in profile, the 
Miniature Schnauzer (along with its larger counterparts, the 
Standard and Giant Schnauzers) exhibits a straight, level back 
and well-developed legs. 




Creating a Basic Outline As you block in the body in step 1. 
make the face wider around the cheeks to accommodate the full 
beard. Next add triangle shapes on top of the head so the ears 
appear to flop forward. In step 2, place the wide-set eyes and 
broad nose, and suggest a furry outline. 



Dui fe shading here 
prevents the face and 
beard Jrom blending 
into the body. 
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Forming Texture Slowly lay in the coat with quick strokes 
along the back in step 3. Make certain the hair closest to the 
face is dark, so the outline of the face is visible. Fewer strokes 
are needed on the chest and legs because the coat is generally 
lighter in these areas. You can also mold a kneaded eraser into 
a sharp edge and "draw’' with it in the direction of the hair to 
create highlights. 


63 


Shar-Pei Puppy by William F. Powell 


T he Shar-Pei is probably best known for its loose folds of skin. 

These wrinkles seem to give this breed a worried expression. 
The puppy shown here has looser skin than an adult; eventually 
the body will fill out, and the folds will become less obvious. 



/ 

\ 


Depicting the Shar-Pei As you block in the dog’s shape in step 1, use 
short strokes placed at wide angles to sketch the outline. To develop the 
folds in step 2, start by lightly shading inside the creases. Give equal 
attention to each fold so the dog appears realistic. Continue to develop 
the shading with short slash marks in step 3. keeping the values darker 




between the folds. 
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Old English Sheepdog by William F. Powell 



T he most distinctive feature of the Old English Sheepdog 
its long Huffy coal, which sometimes covers the dog’s ey 
and hides the ears. This particular rendering doesn't require 
many fine details, but the coat does require much attention. 


Suggesting the Overall Shape Lay 

down a basic outline in step 1. adding 
some suggestions of hair in step 2. Keep 
your lines loose and free. 


Keep the values within 
this arru darUa to denote 
llic change in luiii color. 


Rendering the Hair As you begin to develop the coat, 
notice how the nose, tongue, and eyes differ in texture; 
they are quite smooth in contrast. You can use a blunt- 
pointed pencil to lay in the hair, adding more shading 
layers to the back end of the body to indicate the 
darker color. 


Hair Detail Enhance the texture of the dog's hair 
by molding a kneaded eraser into a sharp edge and 
erasing with the edge in the direction of the strokes. 
This brings out highlights and creates shadows 
between the strands. 
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by William F. Powell 


T he very recognizable Chow Chow can have a rough 
or smooth coat, which should be rendered with a soft, 
sharp pencil. Notice how finely detailed this rendering 
appears; each hair of the coat is carefully drawn. It 
should be obvious what this dogs coat would feel like. 



Sketching the Chow Chow In steps 1 and 2, sketch a preliminary outline of 
the dog. and add the facial features. With a sharp pencil, begin shading the dark¬ 
est areas within the fur in step 3. This fur texture shows many highlights, so the 
kneaded eraser will also be useful for enhancing the realism of the drawing. 
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Bouvier des Flandres by William F. Powell 



T he Bouvier des Flandres is a herding breed 
which originated in Belgium. Although 
it has a formidable, rugged appearance, this 
intelligent breed makes an excellent pet. 


From this angle, the clogs 
right eye is not visible. Take 
your time til the block-in stage 
so the featut rs ate correctly 
placed before continuing. 


Drawing the Bouvier in step 1, block in 
the preliminary outline of the dog's body. 
Develop the thick, shaggy coat as shown 
in steps 2 and 3. Allow some of the paper 
to show through as highlights, or use a 
kneaded eraser to create them. Since it 
may take some practice to capture the 
essence of the hair texture, practice on 
a separate piece of paper until you feel 
comfortable with your skills. 


With the endless variety 
of mixed breed and purelned dogs 
in the world, your work with these 
animals will never be complete. Continue 
to I00U Jor new canine subjects, and 
practice many approaches and styles. 

Most important, have a good 
time while vou learn/ 
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Ragdoll Kittens by Mia Tavonatti 


R agdolls gel their name from their very 
relaxed nature. To draw these soft, fluffy 
kittens, use short, quick strokes to suggest the 
fur. Then use a blending stump to soften some 
of your marks, creating the smooth appearance 
of the fur. 


Step One Sketch out the balanced, triangular composi¬ 
tion of the basket and three kittens. Then build each feline 
shape with ovals indicating the position of the head, chest, 
and hindquarters. Next mark a few guidelines for the facial 
features and suggest the general shape of the legs and 
paws. Continue to develop the kittens, adding triangular 
shapes to the ears that follow the tilt of each head. Then 
sketch the tails of the two cats outside the basket. 




Step Two At this point, erase the initial guidelines and 
focus on refining the outline of the cats. Add the eyes, 
nose, and mouth to each kitten and define the individual 
sections of the paws. Then begin to create the weave pat¬ 
tern of the basket with parallel diagonal strokes. 


Step Three Next complete the outline of the kittens, 
retracing the initial sketch with short, broken marks to sug¬ 
gest fluffy hair. Further develop the texture of the basket, 
adding more parallel horizontal strokes to define the sepa¬ 
rate bands. Then add curved strokes to the basket handle, 
to suggest roundness. 
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Step Four Continue to add texture to the basket and the 
kittens, switching between an H and a 2B pencil. Vary the 
thickness of each stroke by alternating between the sharp 
point and the flat side of the pencil lead. As you develop 





Step Five To finish, darken the basket shadows by 
stroking over them with the flat side of the pencil tip, fol¬ 
lowing the direction of previously placed strokes. Use the 
same technique to add cast shadows under the kittens and 
the basket. These dark areas will contrast nicely with the 
white highlights on the kittens. To finish the kittens' coats, 
lightly shade with a blending stump to produce softer, 
more subtle shadows. 
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by Mia Tavonatti 


T he Persian is a stocky cal with long, silky hair. It 
has a large, round face with short, broad features 
and small ears. To depict the quality of this Persian's 
fur, keep your pencil strokes uniform and deliberate. 
Notice that this example has been developed much 
further than the previous examples were. 


Step One When you block in this cat, notice that 
the eyes are two different shapes. This is because 
the head is viewed at a three-quarter angle. Block 
in the basic shape of the cat, making curved lines 
to suggest its roundness and to show changes in 
the form. 




F/mnTig. (until lines me 
used to indicate tlic cats 
form beneath the Jut. 





Eye Detail At this view, 
the angle of the cat's right 
eye is important; the pupil 
remains perpendicular 
and is partially covered by 
the bridge of the nose. 


Step Two Use uniform pencil strokes to indicate the layers of 
fur around the head, chest, and back. Notice the way the pencil 
strokes are used to refine the features. Use a sharp HB pencil 
to shade the eye and to draw the fine lines of the nose and 
whiskers. Next use 26 and 48 pencils to bring out the thick tex¬ 
ture of the fur. Remember that the lines should always be drawn 
in the direction that the hair grows. 
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Step Three The final rendering shows an effective use of contrasting values. The minimal cat’s left ear. Use a 4B or 6B pencil for darker strokes along the backbone, neck, right side 
shading in the white areas on the cat’s chest and side reflect where the light strikes the of the face, and parts of the tail. Notice how the dark background is used to create the 

coat. The middle values are shown in the fur along the left side of the cat’s face and on the shape of the light-colored fur on the cat's chest and tail. 


by Mia Tavonatti 


P atterns and textures can add interest to an otherwise ordinary 
subject. For this sketch, the pairing of a ridged carpet and 
striped cat produces an eye-catching study in contrasts. 


Step One Begin with a sideways S to establish the cat’s 
gesture line, using a tighter curl for the tail. Then establish 
the basic shapes using a circle for the head and ovals for 
the chest, body, and haunches. To create guidelines for the 
cat's features, center a cross over the face and add two 
dashes to indicate the position of the mouth and nose. 




Step Three Next go over the outline with short, broken 
strokes that better depict the fur. In addition, define the toes 
and paw pads, and add a few lines to suggest the crease at 
the cat’s shoulder. Also add more detail to the face, marking 
the stripes and filling in the crescent shapes of the pupils. 
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Step Four Erase any guidelines you no longer need, and 
map out the basic tabby pattern of the cat’s coat. Use curv¬ 
ing lines to suggest the cat’s rounded form. Then scribble 
in the contrasting parallel lines of the carpet, and place the 
first lines of the ottoman behind the cat. 
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Step Two Now draw a smaller oval over the cat's stomach, 
blocking in the bulging fur of its underbelly. Then create the 
full outline of the cat's body, adding its four legs. Next draw 
the triangular ears and place the eyes, nose, and mouth. 









Step Five Next apply shading to the cat's subtly striped 
coat. Go over the graphite with a blending stump to allow 
soft gradations, which best illustrate the cat's fluffy fur. You 
can also use the stump to soften edges, such as along the 
delicate fur of the cat’s underbelly. Then further define the 
cloth-covered ottoman behind the cat. 



Step Six Now continue to build up the cat’s darker values, 
developing the dark stripes of the cat by applying heavier 
strokes in the same direction as the fur growth. For the 
ridged carpet pattern, lightly smudge shading in every 
other stripe using graphite dust and a blending stump. 
Then, to finish, apply a few broad, vertical strokes to the 
ottoman with the blending stump, oroducing a calming 
contrast to the busy striped patterns of the carpet and cat. 
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Common Cat Behaviors by Mia Tavonatti 



T his grooming cat presents a slightly chal¬ 
lenging pose, so it’s important that you 
take your lime blocking it in. Use ovals to 
establish the placement of the major body 
parts, and draw guidelines along the skull 
and backbone to help you place the curves 
of the cat’s body. Remember that the cal’s 
front left leg is supporting the weight of 
its upper body, so it needs to be placed 
correctly. If it isn't, the cal will look as 
if it is about to fall over. 


For (i difficult pose litre 
llns one, it is important la 
absent- your subject closely 


Careful, uniform 
pencil strokes suggest 
a short, smooth coai. 


Suggesting Details When the pose 
is correct, begin laying in the fur. In step 
2, use a soft pencil, such as a 6B, to draw 
the hair. Create contrast and depth by 
varying the density of your strokes to pro¬ 
duce different values and layers of shad¬ 
ing. Try not to overwork your drawing. It 
is better to stop shading before it seems 
finished than to go overboard and ruin 
the rendering. 


Use a paper stump 
to blend the lines in 
the cast shadow. 
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Cats use body language to express themselves. A cat will mark 
its territory by rubbing its body against something to transfer 
its personal scent to the object. Sometimes a cal will rub against 
peoples legs to show affection and send a greeting. The contrast 
between the rounded, diagonal body of this cat and the vertical 
lines of the wall makes an effective composition. 


Make sure your shading reflects 
the direction of the light source, 
which, in this drawing, makes the 
front of the legs uj rpcar darker. 


Change the angles of the 
slrofers for the shadow and 
the wall, unit vary llw length 
of the strobes for the culls fur. 


Blocking In First sketch in the vertical and horizontal lines for the wall and 
floor before you block in the cat's body. Then draw the curved back, the round¬ 
ed shoulder, and the raised tail. Pay particular attention to the proportions and 
positions of the legs. The cat must always look balanced. Refine your lines 
before adding the final shading strokes. 





Common Cat Behaviors (CONT.) 


C ats love to climb, although this kitten has found itself in a 
precarious situation. Note that kittens have round, barrel¬ 
shaped bodies, whereas adult cats have long, lanky bodies. 


Step One Sketch in the branch so that it 
is at a slight angle. Then block in the kit¬ 
ten’s body around the branch. Be careful 
not to make the body too elongated; show 
it curving around and under the branch. 
Use a sharp HB pencil to lightly indicate 
the face, belly, legs, and tail. 
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L'sf the sharp point oj 
an HB pencil to show 
the claws protracting 
from the toes. 
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Step Two Use a 6B pencil to flesh out 
the features and develop the fur and the 
branch. Use dark, uniform strokes for the 
shading on the underside of the branch 
and on the kitten’s footpads. Vary the val¬ 
ues to create a striped effect in the fur. 
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Step Three Now develop the rendering to your satisfaction. Use an HB pencil for the 
whiskers over the eyes and the fine lines around the nose. eyes, and mouth. Continue 
creating the texture of the kitten's coat by making deliberate strokes of different lengths 
in the varying directions of fur growth. Remember to leave uniform areas of white to 
suggest this tabby’s stripes. 


.Volicr that the ftfUrn 
lias an expression 
of determination— 





Horse Portrait by Mia Tavonatti 


H orses arc fantastic drawing subjects, as their inherent beauty and 
grace can be quite captivating. Pay careful attention to the detail 
of the eye to express this gentle creatures warmth and intelligence. 



Step Two Now use the initial 
guidelines to place the ears, 
eyes, nostrils, and mouth. (The 
eyes are about 1/3 of the way 
down the horse’s head.) Also 
refine the outline of the neck 
and jaw line. 


Step One First establish the 
structure and angle of the head 
and neck with long strokes. 
Then mark several planes with 
horizontal strokes, setting up 
guidelines for the placement of 
the eyes, nose, and mouth. 


Step Four At this point, begin 
to develop the texture of the 
coat. Now replace the solid lines 
that divide the values of the 
horse's face with a series of 
short hatch marks that follow 
the direction of hair growth. Fill 
in the eye (see detail on page 
79), and add long strokes to the 
mane and forelock to contrast 
with the short hairs of the coat. 


Step Three Next erase any 
guidelines that you no longer 
need and add the forelock 
between the ears. Use thin, 
irregular lines to indicate the 
value changes on the horse's 
face. Then add a little more 
detail to the horse’s eye. 
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Step Five Now create the dark areas of the 
coat using a large blending stump dipped in 
graphite dust. Apply broad strokes, fading 
them out as you work down the neck. With a 
smaller stump, add more detail and shading 
around the eye and ears. Finally enhance the 
sense of depth by adding darker graphite 
strokes in the shadows of the ears and under 
the head. 



Muzzle The muzzle has subtle, curved forms, which 
are defined with careful shading. The area around the 
nostril is raised, as is the area just above the mouth; 
indicate this shape by pulling out highlights with a 
kneaded eraser. 


Horse Details 



Eye Horses’ eyes have a lot of detail, from the creases 
around the eyes to the straight, thick eyelashes that pro¬ 
tect them. To create a sense of life in the eye, leave a light 
crescent-shaped area to show reflected light, and leave a 
stark white highlight above it. 



Ears Render the horse's forelock hair with long, 
slightly curving strokes. Then shade the interior of 
the ear with upward, parallel strokes, making them 
darkest at the bottom and gradually lighter as you 
move up the ear. 
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Horse Head in Profile 


by Walter T. Foster 


F or this profile, start by blocking in the basic shape of the 
horse’s head, then gradually develop the form, being more 
careful and deliberate with your lines and shading strokes. 
Remember to observe your subject closely so you can render 
a good likeness. 




\* / 


HR pencil 




V. V 


Establishing Guidelines After blocking in 
the shape of the head in step j, take your time 
to refine the outlines, being sure to emphasize 
the protruding lip and the graceful curves of the 
neck. Mark the major muscle areas around the 
eye, above the cheek, and along the muzzle in 
step 2. Then follow these guidelines to apply 
varying values of shading on the face and neck, 
using the side of a soft lead pencil. 



Dim'i be a)nnd to experiment 
and fail — remember, there's no 
substitute for practice’ 


For rlic mnne, use long, iliiclr 
strokes ivlfh a chisel point or 
the side of a soft lead pencil 
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Rendering Details Apply short, light strokes for the shading on the face and neck, with 
a few thick, perpendicular lines for '*■■■ -usdes on the jaw and around the eye. Try blending 
some areas with a paper stump for a softer effect. 



Perspective Tips by William F. Powell 


T o create a realistic landscape, you should be familiar with 
some basic principles of perspective. In the line drawing 
below, the horizontal edges of the planes move closer together as 
they recede to the left and right, eventually merging at vanishing 


points outside the picture area. (Refer to pages 8-9 to get an 
understanding of the basics of perspective.) Then sketch some 
simple boxes for practice, moving on to more involved subjects, 
such as buildings. 


(>m c you've conwt.lv drown rlic building with straight 
lines, vcn i tin odd detoils dial make die slimline appeal 
aged, such as the sagging roof and holes in the walls 




Showing Depth and Distance The illusion of depth is obvi¬ 
ous in the line drawing to the left; the road narrows as it travels 
back into the distance, and the hills overlap each other. To offset 
the slanting curves of the hills and foliage, a structure was 
placed just to the right of center. 

Practice creating the illusion of depth by sketching some over¬ 
lapping elements similar to the ones in this landscape. Vary the 
lines for the areas representing foliage and trees; make them 
appear bumpy and bushy. For the road, draw two relatively 
straight lines that move closer together as they recede. 


Applying Atmospheric Perspective As objects 
recede into the distance, they appear smaller and 
less detailed. Notice that the trees and bushes that 
surround the little church make it appear far away. 
Study the arrow directions in the foreground; they 
help illustrate the correct perspective lines along 
the ground plane. 
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by William F. Powell 


C louds are great elements to include in a landscape because 
they can set the mood of the drawing. Some clouds create a 
dramatic mood, while others evoke a calm feeling. 


Rendering Cloud Shapes Use a soft pencil, such as a 
28, to lightly outline the basic cloud shapes. Then use the 
side of the pencil lead to shade the sky in the background. 
Your shading will give the clouds fullness and form. 

Study the various cloud types on this page, and practice 
drawing them on your own. Try to create puffy, cottonlike 
clouds, and thin, smoky ones. Observe clouds you see in 
the sky, and sketch those as well. 




T/u- lack of shading 
in these clouds mokes 
them appear flat and 
less voluminous 


Cumulus /rat ios 


Cirrus /ibruius 



Shading evenly around 
the clouds creates the 
sky in the background. 


Allot uimilus 


t umulonimbus 


t se a paper slump to 
smooth out this urea 
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Reflections and Lace by William F. Powell 



Step Three At this stage, smooth the shading 
on the egg and creamer with a paper stump. 
Then study how the holes in the lace change 
where the lace wrinkles and then settles back 
into a flat pattern. Begin drawing the lace pat¬ 
tern using one of the methods described on the 
opposite page. 


You might often foul 
objects Jar your still lift 
drawings in the most 
unexpected places. Combine 
objects you believe even t 
trialed, and they might 
surprise you by creating 
an appealing still life. 


Step Two Once the two central items are in 
place, establish the area for the lace, and add 
light shading to the table surface. Next position 
the reflection of the lace and egg on the cream¬ 
er’s surface. Begin lightly shading the inside and 
outside surfaces of the creamer, keeping in 
mind that the inside is not as reflective or shiny. 
Then start lightly shading the eggshell. 


T he shiny surface of a highly polished, 
silver creamer is perfect for learning 
lo render reflective surfaces. For this 
exercise, use plate-finish Bristol board, 

HB and 2B pencils, and a kneaded eraser 
molded into a point. Begin by lightly 
drawing in the basic shapes of the egg 
and creamer. 


Step One Begin by lightly blocking in the basic 
shapes of the egg and the creamer. Don’t go on 
to the next step until you're happy with the 
shapes and the composition. 
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Step Four In the final drawing, pay close attention to the 
reflected images because they are key to successfully 
rendering the objects. Interestingly the egg's position 
in the reflection is completely different than its actual 
position on the table because in the reflection we see 
the back side of the egg. 




Fool 


Spout 


Foot and Spout Details These two close-up drawings 
show detail on the creamer's spout and feet. These are not 
as shiny as the rounded bowl. Re-create this matte finish 
by blending the edges and making the concave shadow 
patterns darker and sharper. 
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Lace Pattern Detail The drawings above show two approaches for creating the lace pat¬ 
tern. You can draw guidelines for each hole and then shade inside them (left), or you can 
lightly shade in the shape of each hole (right). Either way, you are drawing the negative 
shapes. (See page 13.) Once the pattern is established, shade over the areas where you see 


shadows, along with subtle shadows cast within most of the holes. Make the holes in the 
foreground darker than those receding into the composition, but keep them lighter than the 
darkest areas on the creamer. After this preliminary shading is completed, add details of 
dark and light spots on the lace. 
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Bottle and Bread by William F. Powell 


T his exercise was drawn on vellum-finish Bristol board with 
an HB pencil. Vellum finish has a bit more "tooth” than the 
smoother plate finish does, resulting in darker pencil marks. 




Paying Attention to Detail In the close-up examples below, the 
guidelines show the distorted wine level, which is caused by the bot¬ 
tle’s uneven curves. An artist must make important observations like 
this in order to create natural, true-to-life drawings. 



The simplest items 
in vour kitchen cun lh' 
gathered up into an 
inviting scene. 


J 


/ 


C 


Blocking In the 
Composition Begin 
lightly sketching the wine 
bottle, bread loaf, knife, 
and cutting board, rough¬ 
ing in the prominent items 
first, then adding the 
remaining elements in 
step 2. Continue refining 
the shapes in step 3. and 
then indicate the place¬ 
ment for the backdrop. 




Placing Highlights 
and Shadows Lightly 
outline where the high¬ 
lights will be so you don’t 
accidentally fill them in 
with pencil. Now add 
shadows with uniform 
diagonal strokes. Use 
vertical strokes on the 
sides of the cutting board. 
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Developing Form and Texture 

To draw the irregular texture of 
the bread's interior, make a variety 
of marks—tiny lines, dots, and 
smudges—creating a speckled, 
breadcrumb appearance. For the 
crust, use longer, flowing strokes 
that wrap around the bread's exte¬ 
rior. Finish with angled lines on 
the crust for additional texture. 


Glass Detail To draw 
a finished look of shiny 
glass, follow steps 1 
through 3 showing the 
bottle's spout. Draw in 
shapes for the light and 
dark areas, then evenly 
shade over all areas that 
don't contain highlights. 
Finally fill in the darkest 
areas and clean out any 
highlights with a pointed 
kneaded eraser. 




M'irt 

Mi _ 














Chapter 3 


Introduction to 

Animals 


The myriad breeds and species of animals that exist throughout 
the world offer endless possibilities for drawing subjects. Whether 
it’s an adorable puppy, a slithering snake, or a galloping horse, an 
animal subject provides a wide range of shapes, lines, and textures 
to challenge and inspire you. And drawing animals isn’t difficult at 
all—just follow the simple, step-by-step instructions in the follow¬ 
ing lessons. As you learn to draw by starting with basic shapes and 
progressing through finished renderings, you’ll also discover various 
shading techniques and finishing touches that will bring your ani¬ 
mal drawings to life. And with just a little practice, you'll be able to 
create your own artwork featuring all your favorite animal subjects. 
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Drawing Animals by Michael Butkus 



Studying the Head When 
drawing the head, pay special 
attention to the giraffe's most 
distinctive features. Emphasize 
the narrow, tapered muzzle and 
the heavy-lidded eyes, adding 
long, curved eyelashes. To 
make sure the knobbed horns 
don't look "pasted on,” draw 
them as a continuous line from 
the forehead, curving back 
where they attach to the head. 


Rough Coat Using the 
side of your pencil, shade in 
several directions. With your 
pencil, use different strokes 
and various pressures. 


Short Hair Use a blunt HB 
to make short, overlapping 
strokes, lifting the pencil at 
the end to taper the tips. 


Working Out the Structure To draw the full body, make 
sure the proportions are correct. Begin by placing circles for the 
midriff, shoulders, withers, and haunches. Then use the body 
width as a guide for the other parts: the neck (from shoulder to 
head) and the legs are all bout the same length as the body is 
wide, and the head is roughly a third as long. 


Developing Markings Start 
drawing this trio by sketching 
and refining their general 
shapes and then outlining the 
markings with a sharp-pointed 
HB. Then shade in the spots 
with a round-tip HB. making 
your strokes darker in the shad¬ 
ow areas, both on the spots 
and between them. 




Smooth Coat Shade the 
undercoat with the side of a 
blunt 2B and pick out ran¬ 
dom coat hairs with a sharp 
HB pencil. 


Long Hair Make wavy 
strokes in the direction the 
hair grows, lifting the pencil 
at the end of each stroke. 


A nimals are fascinating subjects, and you can spend 
many hours at the zoo with your sketchpad, studying 
their movements, their body structures, and their coat tex¬ 
tures. (See pages 8b-87 for more on drawing animals from 
life.) And because pencil is such a versatile tool, you can 
easily sketch a rough-coaled goat or finely stroke a smooth- 
haired deer. Of course, you don’t have to go to the zoo to 
find models; try copying the drawings here, or find a 
wildlife book for reference, and draw the animals that 
appeal to you. 
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Making Your Subject Unique 

Before you begin drawing any animal subject, ask yourself whal 
it is that makes that animal distinct from all others. For example 
sheep, horses, and giraffes all have hooves and a similar body 
structure, but a bighorn sheep has curled horns and a shaggy 
coat, a horse has a smooth coat and a single-toe hoof, and a 
giraffe has an elongated neck and legs and boldly patterned 
markings. Focusing on these distinguishing characteristics 
will make your drawings believable and lifelike. 


Creating a Portrait To capture this horse's likeness, focus on its features: the large nos¬ 
tril, wide eye, pointed ears, and strong cheekbone all distinguish this horse from, say, the 
sheep on the left or the giraffe on the opposite page. Use a sharp-pointed pencil for the 
outline and details, and the flat side of the lead for shadows. Then go back over the shad¬ 
ing with the point to accentuate the underlying muscles, leaving large areas of white to 
suggest a smooth, glossy coat. 


Depicting Hair To show the texture of this bighorn's coat, use 
the point of a 28 to apply long, wavy strokes on the body. Then 
draw short, wispy tendrils on the legs and underbelly. 



Showing Action Drawing from pictures of animals helps 
you study their movements frozen by the camera. Focus 
on the sharp angles of the legs and feet, and suggest the 
underlying muscles by varying the direction of your strokes. 


Focusing on Feet Horses have solid, single-toed 
hooves, whereas giraffes, sheep, and other ruminants 
have split (cloven) hooves. Notice that the horse's hoof 
is angled a little more than the giraffe's and that the 
giraffe’s toes are not perfectly symmetrical. 



Horse Giraffe 
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Doberman Pinscher by Mia Tavonatti 




Step Three Next erase any guidelines that are no longer 
needed. Then begin placing light, broken lines made up of 
short dashes to indicate where the value changes in the coat 
are. These initial lines will act as a map for later shading. 



them a more contoured appearance. Then add the eyes and 
nose, following the facial guidelines. Finally refine the out¬ 
line of the muzzle. 


Step One With a sharp HB pencil, block in the boxy shape 
of the Doberman’s head and shoulders with quick, straight 
lines. Even at this early stage, you want to establish a 
sense of dimension and form, which you'll build upon as 
the drawing progresses. 


Step Four For the dog's 
short hair, begin with 
small, dark hatch marks 
to establish the bristly, 
coarse nature of the coat. 
Then fill in the darks of the 
eyes and eyebrows, and 


Step Five Now fill in the remaining darks. First create some graphite dust by rubbing 


dot in a few light rows of 


a pencil over a sheet of fine sandpaper. Then pick up the graphite dust with a medium- 


whiskers at the tip of the 


sized blending stump and shade in the dark areas of the dog's fur and nose. To avoid 


muzzle. 


hard edges, blend to create soft gradations where the two values meet. 
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E by William F. Powell 



G reat Danes have elegant stature and unique faces. While their 
enormous size (they can reach 30 inches tall at the shoulder) 
may be slightly intimidating, they are actually very gentle and 
affectionate, especially with children. 


Developing the Shape In steps 1 and 2. use an HB pencil to block in the dog's large 
head. Notice the droopy lips and eyelids, which give the subject a pleading expression. 
Refine the shapes, and lightly shade with a 2B pencil to bring out the form and contours 
of the head in step 3. The minimal shading will give the coat a smooth appearance. 


ITse a fructified 
eraser lit pull out 
the highlight on 
the (log’s nose. 


Creating Form Add darker values within the center of 
the ear to create the curvature of the ears, "carving out" 
the area through skillful shading, as shown in the final 
drawing. To enhance the shine of the nose, shade it evenly, 
and use a kneaded eraser to pull out highlights. 
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Siberian Husky Puppy by Mia Tavonatti 


T he Husky is an athletic sled dog with a thick coat. It 
has a deep chest and a bushy tail, evident even at the 
young age of this little pup. 


Step One First suggest the position of the spine and tail 
with one gently curving gesture line. Then use this line to 
position the round shape of the head, body, hindquarters. 
Next draw guidelines for the pup's facial features, at the 



Step Three Once you're satisfied with the pose and the 
way it has taken shape, begin to develop the puppy’s coat. 
Apply a series of short, parallel strokes that follow the pre¬ 
vious outline, producing the appearance of a thick coat. 
Using the same kind of strokes, outline the color pattern of 
the coat. Then place the eyes, nose, mouth, and tongue, 
and refine the paws. 




Step Two Now outline the entire torso using 
smooth, quick lines based on the initial shapes. 
Place the triangular ears and suggest the upper 
portion of the four legs. 



Step Four Next erase any guidelines you don't need and begin 
shading the dark areas of the fur with the broad side of the pen¬ 
cil. Use straight strokes that follow the direction of hair growth, 
radiating from the center of the face and chest. Next shade in 
the nose and pupils. Then add a background to contrast with 
the white of the puppy's chest. Apply straight, broad strokes 
with the side of the pencil, using horizontal hatching lines. 


60 



Step Five At this stage, add volume to the dog's form, defining 
it with a few light strokes along the edges of the white fur. Now 
shade the far hind leg and left cheek by covering those areas with 
more strokes. Next go over the dark fur with a softer pencil and 
thinner, darker strokes, applying denser strokes toward the edges 
to suggest form. Finish the piece by adding the final details and 
shading to the nose, mouth, eyes, and inner ears. 


Comparing the Puppy and the Dog 

Young puppies and full-sized dogs have the same fea¬ 
tures but in different proportions. Proportion refers to 
the proper relation of one part to another or to the 
whole—particularly in terms of size or shape—and it 
is a key factor in achieving a good likeness. A puppy 
isn't just a small dog. Although a puppy has all the 
same parts as its adult counterpart, the puppy’s body 
appears more compact than the dog’s—and its paws, 
ears, and eyes seem much larger in proportion to the 
rest of its body. In contrast, the adult dog seems longer, 
leaner, and taller. Its muzzle appears larger in propor¬ 
tion to the rest of its body, and its teeth are noticeably 
bigger. Keeping these proportional differences in mind 
and incorporating them in your drawings will help you 
make your artwork look convincingly realistic. 




61 



English Bulldog by William F. Powell 


i 


T he powerful English Bulldog, with its stocky, muscular 
body, is a fun, challenging breed to draw. Even though the 
pronounced underbite of this dog gives it a gruff expression, 
it is known to be very affectionate and docile. 




Blocking In In step 1, block in the general outline with 
short, straight lines. Keep the legs short and bowed to give 
the dog its compact, stocky appearance. As you sketch the 
features in step 2, study the low placement of the eyes, as 
well as how the nose is pushed into the face. 



Placing Shadows and Details Begin shading with a sharp 
2B pencil, developing the folds on the face and the contours and 
shadows along the body. Keep the pencil fairly sharp to make 
the folds distinct and the fur smooth. Use a sharp pencil to add 
the details in the eyes. As in all the drawings, work at your own 
pace, and don’t rush when shading the fur. Your attention to 
detail will be apparent in the final rendering. 



62 


Miniature Schnauzer by William F. Powell 


T he Miniature Schnauzer’s bushy eyebrows and long beard 
give it a striking appearance. Almost square in profile, the 
Miniature Schnauzer (along with its larger counterparts, the 
Standard and Giant Schnauzers) exhibits a straight, level back 
and well-developed legs. 




Creating a Basic Outline As you block in the body in step 1. 
make the face wider around the cheeks to accommodate the full 
beard. Next add triangle shapes on top of the head so the ears 
appear to flop forward. In step 2, place the wide-set eyes and 
broad nose, and suggest a furry outline. 



Dui fe shading here 
prevents the face and 
beard Jrom blending 
into the body. 




k .1 
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Forming Texture Slowly lay in the coat with quick strokes 
along the back in step 3. Make certain the hair closest to the 
face is dark, so the outline of the face is visible. Fewer strokes 
are needed on the chest and legs because the coat is generally 
lighter in these areas. You can also mold a kneaded eraser into 
a sharp edge and "draw’' with it in the direction of the hair to 
create highlights. 
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Shar-Pei Puppy by William F. Powell 


T he Shar-Pei is probably best known for its loose folds of skin. 

These wrinkles seem to give this breed a worried expression. 
The puppy shown here has looser skin than an adult; eventually 
the body will fill out, and the folds will become less obvious. 



/ 
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Depicting the Shar-Pei As you block in the dog’s shape in step 1, use 
short strokes placed at wide angles to sketch the outline. To develop the 
folds in step 2, start by lightly shading inside the creases. Give equal 
attention to each fold so the dog appears realistic. Continue to develop 
the shading with short slash marks in step 3. keeping the values darker 




between the folds. 
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Old English Sheepdog by William F. Powell 



T he most distinctive feature of the Old English Sheepdog 
its long Huffy coal, which sometimes covers the dog’s ey 
and hides the ears. This particular rendering doesn't require 
many fine details, but the coat does require much attention. 


Suggesting the Overall Shape Lay 

down a basic outline in step 1. adding 
some suggestions of hair in step 2. Keep 
your lines loose and free. 


Keep the values within 
this arru darUa to denote 
llic change in luiii color. 


Rendering the Hair As you begin to develop the coat, 
notice how the nose, tongue, and eyes differ in texture; 
they are quite smooth in contrast. You can use a blunt- 
pointed pencil to lay in the hair, adding more shading 
layers to the back end of the body to indicate the 
darker color. 


Hair Detail Enhance the texture of the dog's hair 
by molding a kneaded eraser into a sharp edge and 
erasing with the edge in the direction of the strokes. 
This brings out highlights and creates shadows 
between the strands. 
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by William F. Powell 


T he very recognizable Chow Chow can have a rough 
or smooth coat, which should be rendered with a soft, 
sharp pencil. Notice how finely detailed this rendering 
appears; each hair of the coat is carefully drawn. It 
should be obvious what this dogs coat would feel like. 



Sketching the Chow Chow In steps 1 and 2, sketch a preliminary outline of 
the dog. and add the facial features. With a sharp pencil, begin shading the dark¬ 
est areas within the fur in step 3. This fur texture shows many highlights, so the 
kneaded eraser will also be useful for enhancing the realism of the drawing. 
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Bouvier des Flandres by William F. Powell 



T he Bouvier des Flandres is a herding breed 
which originated in Belgium. Although 
it has a formidable, rugged appearance, this 
intelligent breed makes an excellent pet. 


From this angle, the clogs 
right eye is not visible. Take 
your time til the block-in stage 
so the featut rs ate correctly 
placed before continuing. 


Drawing the Bouvier in step 1, block in 
the preliminary outline of the dog's body. 
Develop the thick, shaggy coat as shown 
in steps 2 and 3. Allow some of the paper 
to show through as highlights, or use a 
kneaded eraser to create them. Since it 
may take some practice to capture the 
essence of the hair texture, practice on 
a separate piece of paper until you feel 
comfortable with your skills. 


With the endless variety 
of mixed breed and purelned dogs 
in the world, your work with these 
animals will never be complete. Continue 
to I00U Jor new canine subjects, and 
practice many approaches and styles. 

Most important, have a good 
time while vou learn/ 
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Ragdoll Kittens by Mia Tavonatti 


R agdolls gel their name from their very 
relaxed nature. To draw these soft, fluffy 
kittens, use short, quick strokes to suggest the 
fur. Then use a blending stump to soften some 
of your marks, creating the smooth appearance 
of the fur. 


Step One Sketch out the balanced, triangular composi¬ 
tion of the basket and three kittens. Then build each feline 
shape with ovals indicating the position of the head, chest, 
and hindquarters. Next mark a few guidelines for the facial 
features and suggest the general shape of the legs and 
paws. Continue to develop the kittens, adding triangular 
shapes to the ears that follow the tilt of each head. Then 
sketch the tails of the two cats outside the basket. 




Step Two At this point, erase the initial guidelines and 
focus on refining the outline of the cats. Add the eyes, 
nose, and mouth to each kitten and define the individual 
sections of the paws. Then begin to create the weave pat¬ 
tern of the basket with parallel diagonal strokes. 


Step Three Next complete the outline of the kittens, 
retracing the initial sketch with short, broken marks to sug¬ 
gest fluffy hair. Further develop the texture of the basket, 
adding more parallel horizontal strokes to define the sepa¬ 
rate bands. Then add curved strokes to the basket handle, 
to suggest roundness. 


Lr 
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Step Four Continue to add texture to the basket and the 
kittens, switching between an H and a 2B pencil. Vary the 
thickness of each stroke by alternating between the sharp 
point and the flat side of the pencil lead. As you develop 





Step Five To finish, darken the basket shadows by 
stroking over them with the flat side of the pencil tip, fol¬ 
lowing the direction of previously placed strokes. Use the 
same technique to add cast shadows under the kittens and 
the basket. These dark areas will contrast nicely with the 
white highlights on the kittens. To finish the kittens' coats, 
lightly shade with a blending stump to produce softer, 
more subtle shadows. 
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by Mia Tavonatti 


T he Persian is a stocky cal with long, silky hair. It 
has a large, round face with short, broad features 
and small ears. To depict the quality of this Persian's 
fur, keep your pencil strokes uniform and deliberate. 
Notice that this example has been developed much 
further than the previous examples were. 


Step One When you block in this cat, notice that 
the eyes are two different shapes. This is because 
the head is viewed at a three-quarter angle. Block 
in the basic shape of the cat, making curved lines 
to suggest its roundness and to show changes in 
the form. 




F/mnTig. (until lines me 
used to indicate tlic cats 
form beneath the Jut. 





Eye Detail At this view, 
the angle of the cat's right 
eye is important; the pupil 
remains perpendicular 
and is partially covered by 
the bridge of the nose. 


Step Two Use uniform pencil strokes to indicate the layers of 
fur around the head, chest, and back. Notice the way the pencil 
strokes are used to refine the features. Use a sharp HB pencil 
to shade the eye and to draw the fine lines of the nose and 
whiskers. Next use 26 and 48 pencils to bring out the thick tex¬ 
ture of the fur. Remember that the lines should always be drawn 
in the direction that the hair grows. 
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Step Three The final rendering shows an effective use of contrasting values. The minimal cat’s left ear. Use a 4B or 6B pencil for darker strokes along the backbone, neck, right side 
shading in the white areas on the cat’s chest and side reflect where the light strikes the of the face, and parts of the tail. Notice how the dark background is used to create the 

coat. The middle values are shown in the fur along the left side of the cat’s face and on the shape of the light-colored fur on the cat's chest and tail. 


by Mia Tavonatti 


P atterns and textures can add interest to an otherwise ordinary 
subject. For this sketch, the pairing of a ridged carpet and 
striped cat produces an eye-catching study in contrasts. 


Step One Begin with a sideways S to establish the cat’s 
gesture line, using a tighter curl for the tail. Then establish 
the basic shapes using a circle for the head and ovals for 
the chest, body, and haunches. To create guidelines for the 
cat's features, center a cross over the face and add two 
dashes to indicate the position of the mouth and nose. 




Step Three Next go over the outline with short, broken 
strokes that better depict the fur. In addition, define the toes 
and paw pads, and add a few lines to suggest the crease at 
the cat’s shoulder. Also add more detail to the face, marking 
the stripes and filling in the crescent shapes of the pupils. 
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Step Four Erase any guidelines you no longer need, and 
map out the basic tabby pattern of the cat’s coat. Use curv¬ 
ing lines to suggest the cat’s rounded form. Then scribble 
in the contrasting parallel lines of the carpet, and place the 
first lines of the ottoman behind the cat. 
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Step Two Now draw a smaller oval over the cat's stomach, 
blocking in the bulging fur of its underbelly. Then create the 
full outline of the cat's body, adding its four legs. Next draw 
the triangular ears and place the eyes, nose, and mouth. 









Step Five Next apply shading to the cat's subtly striped 
coat. Go over the graphite with a blending stump to allow 
soft gradations, which best illustrate the cat's fluffy fur. You 
can also use the stump to soften edges, such as along the 
delicate fur of the cat’s underbelly. Then further define the 
cloth-covered ottoman behind the cat. 



Step Six Now continue to build up the cat’s darker values, 
developing the dark stripes of the cat by applying heavier 
strokes in the same direction as the fur growth. For the 
ridged carpet pattern, lightly smudge shading in every 
other stripe using graphite dust and a blending stump. 
Then, to finish, apply a few broad, vertical strokes to the 
ottoman with the blending stump, oroducing a calming 
contrast to the busy striped patterns of the carpet and cat. 
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Common Cat Behaviors by Mia Tavonatti 



T his grooming cat presents a slightly chal¬ 
lenging pose, so it’s important that you 
take your lime blocking it in. Use ovals to 
establish the placement of the major body 
parts, and draw guidelines along the skull 
and backbone to help you place the curves 
of the cat’s body. Remember that the cal’s 
front left leg is supporting the weight of 
its upper body, so it needs to be placed 
correctly. If it isn't, the cal will look as 
if it is about to fall over. 


For (i difficult pose litre 
llns one, it is important la 
absent- your subject closely 


Careful, uniform 
pencil strokes suggest 
a short, smooth coai. 


Suggesting Details When the pose 
is correct, begin laying in the fur. In step 
2, use a soft pencil, such as a 6B, to draw 
the hair. Create contrast and depth by 
varying the density of your strokes to pro¬ 
duce different values and layers of shad¬ 
ing. Try not to overwork your drawing. It 
is better to stop shading before it seems 
finished than to go overboard and ruin 
the rendering. 


Use a paper stump 
to blend the lines in 
the cast shadow. 
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Cats use body language to express themselves. A cat will mark 
its territory by rubbing its body against something to transfer 
its personal scent to the object. Sometimes a cal will rub against 
peoples legs to show affection and send a greeting. The contrast 
between the rounded, diagonal body of this cat and the vertical 
lines of the wall makes an effective composition. 


Make sure your shading reflects 
the direction of the light source, 
which, in this drawing, makes the 
front of the legs uj rpcar darker. 


Change the angles of the 
slrofers for the shadow and 
the wall, unit vary llw length 
of the strobes for the culls fur. 


Blocking In First sketch in the vertical and horizontal lines for the wall and 
floor before you block in the cat's body. Then draw the curved back, the round¬ 
ed shoulder, and the raised tail. Pay particular attention to the proportions and 
positions of the legs. The cat must always look balanced. Refine your lines 
before adding the final shading strokes. 





Common Cat Behaviors (CONT.) 


C ats love to climb, although this kitten has found itself in a 
precarious situation. Note that kittens have round, barrel¬ 
shaped bodies, whereas adult cats have long, lanky bodies. 


Step One Sketch in the branch so that it 
is at a slight angle. Then block in the kit¬ 
ten’s body around the branch. Be careful 
not to make the body too elongated; show 
it curving around and under the branch. 
Use a sharp HB pencil to lightly indicate 
the face, belly, legs, and tail. 
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L'sf the sharp point oj 
an HB pencil to show 
the claws protracting 
from the toes. 
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Step Two Use a 6B pencil to flesh out 
the features and develop the fur and the 
branch. Use dark, uniform strokes for the 
shading on the underside of the branch 
and on the kitten’s footpads. Vary the val¬ 
ues to create a striped effect in the fur. 
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Step Three Now develop the rendering to your satisfaction. Use an HB pencil for the 
whiskers over the eyes and the fine lines around the nose. eyes, and mouth. Continue 
creating the texture of the kitten's coat by making deliberate strokes of different lengths 
in the varying directions of fur growth. Remember to leave uniform areas of white to 
suggest this tabby’s stripes. 


.Volicr that the ftfUrn 
lias an expression 
of determination— 





Horse Portrait by Mia Tavonatti 


H orses arc fantastic drawing subjects, as their inherent beauty and 
grace can be quite captivating. Pay careful attention to the detail 
of the eye to express this gentle creatures warmth and intelligence. 



Step Two Now use the initial 
guidelines to place the ears, 
eyes, nostrils, and mouth. (The 
eyes are about 1/3 of the way 
down the horse’s head.) Also 
refine the outline of the neck 
and jaw line. 


Step One First establish the 
structure and angle of the head 
and neck with long strokes. 
Then mark several planes with 
horizontal strokes, setting up 
guidelines for the placement of 
the eyes, nose, and mouth. 


Step Four At this point, begin 
to develop the texture of the 
coat. Now replace the solid lines 
that divide the values of the 
horse's face with a series of 
short hatch marks that follow 
the direction of hair growth. Fill 
in the eye (see detail on page 
79), and add long strokes to the 
mane and forelock to contrast 
with the short hairs of the coat. 


Step Three Next erase any 
guidelines that you no longer 
need and add the forelock 
between the ears. Use thin, 
irregular lines to indicate the 
value changes on the horse's 
face. Then add a little more 
detail to the horse’s eye. 
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Step Five Now create the dark areas of the 
coat using a large blending stump dipped in 
graphite dust. Apply broad strokes, fading 
them out as you work down the neck. With a 
smaller stump, add more detail and shading 
around the eye and ears. Finally enhance the 
sense of depth by adding darker graphite 
strokes in the shadows of the ears and under 
the head. 



Muzzle The muzzle has subtle, curved forms, which 
are defined with careful shading. The area around the 
nostril is raised, as is the area just above the mouth; 
indicate this shape by pulling out highlights with a 
kneaded eraser. 


Horse Details 



Eye Horses’ eyes have a lot of detail, from the creases 
around the eyes to the straight, thick eyelashes that pro¬ 
tect them. To create a sense of life in the eye, leave a light 
crescent-shaped area to show reflected light, and leave a 
stark white highlight above it. 



Ears Render the horse's forelock hair with long, 
slightly curving strokes. Then shade the interior of 
the ear with upward, parallel strokes, making them 
darkest at the bottom and gradually lighter as you 
move up the ear. 
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Horse Head in Profile 


by Walter T. Foster 


F or this profile, start by blocking in the basic shape of the 
horse’s head, then gradually develop the form, being more 
careful and deliberate with your lines and shading strokes. 
Remember to observe your subject closely so you can render 
a good likeness. 
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Establishing Guidelines After blocking in 
the shape of the head in step j, take your time 
to refine the outlines, being sure to emphasize 
the protruding lip and the graceful curves of the 
neck. Mark the major muscle areas around the 
eye, above the cheek, and along the muzzle in 
step 2. Then follow these guidelines to apply 
varying values of shading on the face and neck, 
using the side of a soft lead pencil. 



Dim'i be a)nnd to experiment 
and fail — remember, there's no 
substitute for practice’ 


For rlic mnne, use long, iliiclr 
strokes ivlfh a chisel point or 
the side of a soft lead pencil 
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Rendering Details Apply short, light strokes for the shading on the face and neck, with 
a few thick, perpendicular lines for '*■■■ -usdes on the jaw and around the eye. Try blending 
some areas with a paper stump for a softer effect. 



Hands and Feet by William F. Powell 


H ands and feet are very expressive parts of the body and are 
also an artistic challenge. To familiarize yourself with hand 
proportions, begin by drawing three curved lines equidistant 
from each other. The tips of the fingers fall at the first line, the 
second knuckle at the middle line, and the first knuckle at the 
last one. The third knuckle falls halfway between the finger tips 
and the second knuckle. The palm, coincidentally, is approxi¬ 
mately the same length as the middle finger. 
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Drawing Hands Every time 
a Finger bends at the knuckle, 
a new plane is created. 
Picture the three-dimensional 
shape of the hand in various 
positions. This will help you 
correctly draw the hand. 







Drawing Feet Follow the steps shown to draw the feet. Block in the shape in two parts: 
the main part of the foot and the toes. Once you’ve drawn a good outline, add minimal 
shading so you don’t call too much attention to the feet. 
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Figures in Action by Michael Butkus 


T o draw the human figure from head to toe, it helps to know 
something about the framework on which it’s built. Many art 
classes have students draw people as skeletons—which is good 
practice in visualizing how all the parts fit together. You don't 
have to try that exercise; the simple drawings on page 132 will 
suffice. But do start with simple stick figure sketches of the skull, 
shoulders, rib cage, and add the arms and legs. Then once you 
have the proportions right, you can flesh out the forms. 

Capturing Action 

Remember that a gesture drawing is a quick, rough sketch that 
illustrates a moment of an action. (See page 15.) The idea is just 
to capture the gesture—it isn't about trying to get a likeness. Give 
yourself 10 minutes to draw the entire figure engaged in some 
sport or full-body activity, working either from life or from a 
photo. Set a timer and stop when the alarm goes off. Working 
against the clock teaches you to focus on the essentials and get 
them down on paper quickly. 



Sketching the Adult 
Form The average adult 
is 7-1/2 heads tall, but 
artists often draw adults 
8 heads tall to add stature. 
The adult male has wide 
shoulders and narrower 
hips, whereas the adult 
female has narrower 
shoulders and wide hips. 
Notice that the midpoint is 
at the hips, not the waist, 
and that the fingers reach 
to mid-thigh. Refer to this 
chart to help you draw the 
correct proportions. 




Developing Gesture Drawings 

Start with a simple stick figure to 
catch the motion; then add circles 
and ovals and flesh out the forms. 
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Suggesting Movement First sketch in diagonal center 
lines for the arms and legs, adding ovals and circles for the 
heads and joints. Then rough in the general outlines. 



The human figure 
can be btvken down 
into several basic shapes 
To help you see the human 
body in three-dimensional 
form, practice building 
a figure with cylinders, 
boxes and spheres 
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Blocking in Shadows 

To keep the feeling of free 
movement, don’t draw 
perfectly refined lines and 
shadows. Instead, focus 
on making delicate out¬ 
lines for the dancers, and 
quickly lay in broad, dark 
strokes for their clothing. 





Preparing the Return Even when a player has paused, there 
is still a line of action—in this case, two. This woman is crouch- 


Winding Up Baseball 
pitchers balance for a 
moment on one leg, just 
before throwing the ball. 
Here draw an S-curve for 
the action line, to show 
the way the opposing top 
and bottom curves keep 
the player balanced. 


Drawing Figures at Sport 

One of the best subjects for action drawings are sports figures. 
Although many artists thoroughly enjoy watching the games, 
they rarely draw from life; some would much rather work 
from photos that have stopped the action for them! Begin 
by drawing the action line; then build the rest of the figure 
around that line, paying careful attention to the way the 
body maintains its balance. It wouldn't do to have an 
athlete appear to be about to fall over! 


Swinging Batters balance 
on both legs, swinging the bat 
through in a complete semi¬ 
circular motion. This modified 
C-curve (an extra turn was 
added for the foot) catches 
\ the full range of the 

player's movement. 

V \ 


ing and actively holding her racket poised, so draw separate 
action lines for her body and her arm. 
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Figures in Action (CONT.) 


B efore drawing this ballerina, lightly 
sketch the center line of balance, as 
well as the action line representing the 
shape of her spine. Start out with straight 
lines to lay out her body parts in correct 
proportion, eventually smoothing out the 
lines in accordance with her body contours. 






Drawing the Hands The position 
of this subject's hands also enhances 
her serene, graceful mood, lust as 
the ballerina appears delicate, so 
should the shading you apply on 
both her skin and costume. In other 
words, keep your shading minimal. 


I'Ar 


by William F. Powell 



Face Detail When you reach the stage of drawing 
the dancer's facial features, it's important that her 
expression corresponds with the feeling of her pose. 
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Nofife that the line of action can he 
the same or two figures in different 
poses. This is illustrated in the sketches 
of the tennis players below. 
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Depicting Partial Figures Partial figures, like the 
conductor, are another challenge. In drawings like these, 
pay particular attention to the angles of the arms, shoulders, 
and head—they determine the pose and mood of the person. 
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Combining Two Figures in Action Try combining two fig¬ 
ures together in an action pose, such as these ballet dancers. 
Once you've blocked in one figure, use it as a reference for 
blocking in the other one. Remember that you want the figures 
to appear as part of the same drawing, and not like two people 
drawn separately and then placed together. It’s important to 
develop the shading for both figures at the same time. 


Portraying Children by Michael Butkus 


C hildren are a joy to watch, and they make charming drawing subjects. If you don't 
have children of your own to observe, lake a sketchpad to the beach or a neighbor¬ 
hood park, and make quick thumbnail sketches of kids at play. Sometimes it actually 
helps if you don’t know your subject personally, because that way you see from a fresh 
and objective point of view. 

Making Quick Sketches 

Children are more free and flexible in their expressions, ges¬ 
tures, poses, and movements than their inhibited elders arc. 

To make sure you don't overwork your drawings of children, 
do speed sketches: Watch your subject closely for several 
minutes; then close your eyes and form a picture of what you 
just saw. Next open your eyes and draw quickly from memo¬ 
ry. This helps you keep your drawings uncomplicated—just as 
children are. Try it; it’s a lot of fun! 
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Showing Her Age 

This girl has a charming 
expression as she shyly 
shows off her artwork. 
She is young, but not a 
toddler, so her head and 
legs are more in propor¬ 
tion to her body than they 
are in a younger child. 


Exploring a Toddler's Proportions 

Toddlers are approximately 4 heads tall, 
which makes their heads appear dispro¬ 
portionately large. 


Establishing a Child's Proportions 

By about age 10, most children are closer 
to adult proportions, standing about 7 
heads tall. 



Practicing Proportions 

This little guy is a perfect example 
of a toddler: 4 heads tall, square 
body, and chubby legs and hands. 
His shoes are a little too big for his 
feet, which is exactly the way they 
are drawn. And to show that this 
was a bright summer day, 
he is shaded in only lightly, 
with pure white left for the 
areas in full sun. 
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Staging To make sure they were the center of attention, these two youngsters were placed right up front, so they dwarf the background scenery. 


Drawing the Differences 

Of course, there’s more to drawing 
children than making sure they 
are the right number of heads tall. 
Their facial proportions are different 
from an adult’s (see pages 122 and 
123), and they have pudgier hands 
and feet with relatively short fingers 
and toes. They often have slightly 
protruding stomachs, and their 
forms in general are soft and round. 
Keep your pencil lines soft and 
light when drawing children, and 
vour strokes loose and fresh. 




Studying Hands and Feet 

Study these drawings of children’s 
hands and feet; then compare them 
to your own. Children’s fingers are 
short and plump, with an almost 
triangular shape. Their feet are soft 
and fleshy, with a predominantly 
square shape. 


Composing Figures by William F. Powell 


C reating a good composition is impor¬ 
tant in any drawing; therefore, let 
your subject(s) guide you. It’s not neces¬ 
sary to place the main subject directly in 
the center of your composition. For exam¬ 
ple, the eyes of the girls below are looking 
in different directions, which determines 
where the girls are positioned. 




Zooming In Intentionally drawing your subject larger 
than the image area, as in the example below, is also a 
unique composition. While part of the image may be cut 
off, this kind of close-up creates a dramatic mood. 



Combining Multiple Subjects You can create a flow 
or connection between multiple subjects in a composition 
by creatively using circles and ellipses, as shown to the 
right. 



Practicing Curvatures Curved lines are good composi¬ 
tion elements—they can evoke harmony and balance in 
your work. Try drawing some curved lines around the 
paper. The empty areas guide you in placing figures 
around your drawing. 


Producing Sharp Angles Sharp angles can produce 
dramatic compositions. Draw a few straight lines in various 
angles, and make them intersect at certain points. Zig¬ 
zagging lines also form sharp corners that give the compo¬ 
sition an energetic feeling. 



The compositions above and bcloiv illustrate bow arm position, evcsigltr direction, 
and line intersection can guide the eye to a particular point of interest 
Using these examples, tty to design some of your own original compositions. 
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People in Perspective by William F. Powell 


K nowing the principles of perspective 
allows you to draw more than one 
person in a scene realistically. As when 
you're drawing a building (see page 99), 
first establish the horizon line and the van¬ 
ishing points. Any figures drawn along 
these lines will be in proper perspective. 
Study the diagrams at right and below to 
help you. 




Drawing Full Figures The technique illustrated 
above can be applied when drawing entire figures, 
shown in the diagram at right. Although all of these 
examples include just one vanishing point, a composi¬ 
tion can even have two or three vanishing points. (See 
pages 8-9.) 
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in background, 74, 78 

and basic shapes, 18, 19 

block-in, 27, 42. 46, 53, 62, 64, 65. 69. 

72, 74. 76, 81, 82, 83, 84, 86, 92, 95, 
102. 103, 106, 107, 110, 113, 116, 
118, 126, 127, 129, 130, 131, 132, 

133, 134, 137 
and composition, 140 
and contour drawing, 14 

and figures, 122, 123, 124. 125, 126, 

127, 128, 129, 130. 131, 132, 133, 

134, 135, 136, 137, 139. 140, 141 
and foreshortening, 9, 86 

jagged, 111 

and landscapes, 99, 100, 102, 103, 104. 
106. 107, 108, 109, 110, 111, 113, 
116,118 

and pencil types, 7 

and perspective, 8. 141 

and scribbling, 12, 78 

and still lifes, 24, 25, 27, 33. 34. 35, 36. 

38, 44, 46, 47, 48. 52, 53 
width of. 34, 35, 85 
zigzagging, 66, 140 

M 

Maltseff, Michele, 81. 84-85 
Matte finish, 51 

Mountains. See Landscapes (and mountains 
and hills) 

Movement, conveying, 13, 15, 57, 115, 

121, 134-137 


N 

Negative space, 13, 28. 51 
Night drawing, 6 

0 

Observation and seeing, 10, 14-15, 53, 58, 
74, 81, 82, 83, 88, 102, 104, 127 
Overworking a drawing, 70, 74, 138 


P 

Painting, 8 
Papers, 6, 7, 8, 44 
Pencils 

flat sketching, 45, 47, 101, 106 
holding, 10, 18. 107, 129 
and lead softness, 7 
sharpening, 7 
and values, 21 
People. See Figures 
Perspective, 8-9 
and figures, 141 

and landscapes, 97, 99, 108, 114 
one-point, 8 
and still lifes, 23, 53 
two-point, 8 

Photographs, using, 21,48, 88. 118, 122, 
134,135 

Portraits. See Figures 
Positive space, 13 

Powell, William F, 12-15, 22, 24-54, 59, 
62-67, 86-96, 98-119, 120, 124-127, 
129, 136-137, 140-141 
Proportions 

and animals, 56, 58, 61, 75, 80, 81, 85, 
86, 89 

and figures, 121, 122. 123, 124, 128, 

129, 130, 131, 132, 133, 134, 136, 
138,139 

and landscapes, 108 
and still lifes, 11, 34, 53 

R 

Realism, 97,99, 126, 127 
Rectangles, 16, 18, 93 
Reflections, 50-51 
Roads. See Landscapes (and roads) 

Rocks. See Landscapes (and rocks) 
Roughing in, 10 

s 

Sandpaper block, 7 
Scribbling, 10, 12, 13 
Shading, 6 

and animals, 55, 56, 57, 59, 60, 61, 62, 
63, 64, 65, 66, 68, 70. 71, 72. 73, 74. 
75, 76, 79, 80, 81, 83, 84, 85, 86. 87, 
88, 89, 90,91,92,93, 94.95 
creating depth with, 9 
and figures, 121, 123, 124. 125, 126, 

127, 128, 129, 131. 132, 133, 134, 
135, 136, 137, 138 
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hatching and cross-hatching, 34, 35. 

39, 85 

and landscapes, 97, 100. 101, 102, 103, 
104, 105, 108, 109, 110, 111, 112, 
113, 114, 115, 116, 117, 119 
and light source, 73, 75, 90, 102, 

113, 138 

and pencil types, 7 
and roughing in, 10 

and still liles, 23, 24, 25, 26, 27, 28, 29, 
30, 31, 32, 33, 34, 35, 36, 37, 38, 

39, 40, 41, 42, 43, 45, 46, 47, 49, 

50, 51, 53 
and values, 20, 21 
Shadows 

and animals, 56, 57, 64, 67, 74, 75, 85, 
89, 91, 92, 94, 95 

cast, 9, 20, 25, 27, 28, 31, 32, 33, 48, 
49,51,74, 85,91,92, 94, 95 
and developing form, 20 
and figures, 122, 134 
and hatch strokes, 34 
and highlights, 21 

and landscapes, 101, 108, 109, 112, 113 
and roughing in. 10 

and still lifes, 12, 20, 26, 27, 28, 29. 31. 
32, 33. 34, 46, 47, 48, 49, 51, 52 
Shapes 
basic, 18-19 

See also Animals (and basic shapes); 
Figures (and basic shapes); 
Landscapes (and basic shapes); 

Still li/cs (and basic shapes) 
combining. 18 
seeing, 19 
Silhouetting, 13 
Sketch pads. 6, 12, 118, 138 
Sketchbooks, 6, 8, 88 
Sketching 

and developing form, 20-21 
and painting, 8 
starting with, 12-13 
techniques, 12-13 
"thumbnail," 21,48, 138 
Spheres, 9, 10, 18, 20, 134 


Squares. 18, 19, 139 
Still lifes 

and background. 22, 32, 37, 45, 48, 52 

and basic shapes, 11, 19 

books, 19 

bread, 52-53 

candlelight, 30 

cheese, 20 

and composition, 48-49 
eggs, 50-51 

flowers, 12, 31, 32, 33, 34-47 
fruit and vegetables, 19, 20, 23, 24-25, 
26-27, 48-49 

glassware, pottery, and other containers, 
19, 21, 30, 32, 48-49, 50-51, 52-53 
pinecones and trees, 28-29 
reflections and lace, 50-51 
and sketching, 12 
traditional, 23 

Stroke and lift technique, 27, 29, 33 
Strokes 

and animals, 56, 57, 58, 60, 61, 63, 65, 
66, 67, 68, 70. 71, 72, 73, 74, 75, 76, 
77, 78, 79, 80. 82, 83, 84, 85, 86, 89, 
90, 91, 92, 93, 94, 95 
and figures, 122, 125, 126, 129, 131, 

132, 133, 134, 139 

hatch and cross-hatch, 34, 35, 39, 85 
and landscapes, 101, 106, 107, 109, 115, 
116, 119 

and movement, 13, 57 
and sketching, 12, 18 
and still lifes, 24, 25, 27, 29, 30, 33, 34, 
35, 45, 46, 47, 48, 49, 52 
and tools, 7 
and warming up, 10 
Structures. See Landscapes (and 
structures) 

Sunlight. 103, 113, 140 
See also Light 

T 

Tavonatti, Mia, 58, 60-61, 68-71, 72-79, 
82-83 

Techniques. See specific techniques 


Texture 

and animals, 56, 57, 67, 68, 69, 72, 

77, 83,84, 88, 90,91,92, 94 
and charcoal papers, 6 
and landscapes, 101, 103, 104, 106, 107, 
109, 110, 111, 113, 115, 117, 119 
rough, 12, 47 

and still lifes, 24, 27, 28, 29, 32, 44, 

49, 52 

Tools and materials, 6-7, 88 
See also specific tools and materials 
Tortillons, 6 
Trapezoids, 85 

Trees. See Landscapes (and trees and 
foliage) 

Triangles, 18 

and animals, 59, 60, 65, 78, 90 
and figures, 132, 139 
and landscapes, 104 

V 

Values, 5 

and animals, 59, 66, 67, 73, 74, 76, 79, 
82, 83 

and composition, 48, 49 
and creating illusion of color, 63 
and developing form, 20, 21, 83 
and figures, 122 

and landscapes, 102, 104, 105, 109, 

111, 116, 117, 119 
and rough texture, 12 
and still lifes, 52 
Vanishing point, 141 
Vantage point, 87, 93 
Vellum finish, 52 

w 

Warming up, 10-11 
Water 

and landscapes. 96, 97, 114-115, 119 
reflections in, 115 
and still lifes, 25, 43 
waterdrops, 33 
waves, 13 
Work station, 6 
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Perspective Tips by William F. Powell 


T o create a realistic landscape, you should be familiar with 
some basic principles of perspective. In the line drawing 
below, the horizontal edges of the planes move closer together as 
they recede to the left and right, eventually merging at vanishing 


points outside the picture area. (Refer to pages 8-9 to get an 
understanding of the basics of perspective.) Then sketch some 
simple boxes for practice, moving on to more involved subjects, 
such as buildings. 


(>m c you've conwt.lv drown rlic building with straight 
lines, vcn i tin odd detoils dial make die slimline appeal 
aged, such as the sagging roof and holes in the walls 




Showing Depth and Distance The illusion of depth is obvi¬ 
ous in the line drawing to the left; the road narrows as it travels 
back into the distance, and the hills overlap each other. To offset 
the slanting curves of the hills and foliage, a structure was 
placed just to the right of center. 

Practice creating the illusion of depth by sketching some over¬ 
lapping elements similar to the ones in this landscape. Vary the 
lines for the areas representing foliage and trees; make them 
appear bumpy and bushy. For the road, draw two relatively 
straight lines that move closer together as they recede. 


Applying Atmospheric Perspective As objects 
recede into the distance, they appear smaller and 
less detailed. Notice that the trees and bushes that 
surround the little church make it appear far away. 
Study the arrow directions in the foreground; they 
help illustrate the correct perspective lines along 
the ground plane. 
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by William F. Powell 


C louds are great elements to include in a landscape because 
they can set the mood of the drawing. Some clouds create a 
dramatic mood, while others evoke a calm feeling. 


Rendering Cloud Shapes Use a soft pencil, such as a 
28, to lightly outline the basic cloud shapes. Then use the 
side of the pencil lead to shade the sky in the background. 
Your shading will give the clouds fullness and form. 

Study the various cloud types on this page, and practice 
drawing them on your own. Try to create puffy, cottonlike 
clouds, and thin, smoky ones. Observe clouds you see in 
the sky, and sketch those as well. 




T/u- lack of shading 
in these clouds mokes 
them appear flat and 
less voluminous 


Cumulus /rat ios 


Cirrus /ibruius 



Shading evenly around 
the clouds creates the 
sky in the background. 


Allot uimilus 


t umulonimbus 


t se a paper slump to 
smooth out this urea 
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Applying Shading Techniques The various shading 
techniques used for the clouds on this page produce dis¬ 
tinct feelings. The strong, upsweeping strokes in the draw¬ 
ing to the right evoke power and energy, while the bubbly, 
puffy texture of the clouds below have a calmer effect. 


Use different pencils sharpened to a variety of tips to cre¬ 
ate the special effects shown. Use your finger or the side 
of a paper stump to blend the broader areas and the point 
of the stump for smaller, more intricate details. 


Draw cloud font is 
loosely with u /I at 
sketch pencil , 


Draw with the pencil 
pointing toward the 
outer cloud edge. 


To create dark, stormy 
clouds shade with the 
flat side of a 2B pencil 


Use a jagged chisel 
edge to create texture 
in the cloud shadows. 
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by William F. Powell 


B ecause rocks come in many shapes, the 
best approach is to closely observe the 
ones you’re drawing. To begin, lightly block 
in the basic shapes in step 1 to establish the 
different planes. 







Starting Simply In step 2, lightly shade along 
the sides of the rocks that aren’t in the path of 
the sun or light source. Slowly develop the more 
intricate details, such as grooves, cracks, and 
indentations. When you reach step 3. use a sharp 
2B pencil to fill in areas between the rocks and 
within the cracks. With a few simple squiggles 
and scratches, add some background foliage to 
make the final drawing appear more realistic. 



Creating Texture Rock surfaces are gener¬ 
ally uneven and bumpy. Try to create a variety 
of shading values on the rocks so they appear 
jagged. Hatch in various directions to follow 
the shapes of the rocks, and make the values 
darker in the deepest crevices, on sharp 
edges, and in the areas between rocks. 
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Rendering Sunlit Rocks Use the same steps for the rocks on this page, but apply more 
shading to the entire surfaces. To make the rocks appear as though sunlight is shining on 
them, use a kneaded eraser to eliminate shading in the appropriate areas, or leave areas 
of the paper white. 




Adding Greenery foliage provides an effective, natural background for rocks, because 
the foliage texture contrasts with the smoothness of the rocks. Block in the general outline 
for the bushes as you sketch the rocks. Push and pull your pencil in various directions, 
making some areas darker to create depth. 


Apply heavier shading to 
the areas of the rocks 
indenting into the surface 
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by William F. Powell 



Bishop pint 


Seeing the Basic Shapes First study the tree you want 
to draw, and mentally break it down into basic shapes. For 
instance, the mountain hemlock can be drawn from a trian¬ 
gular shape, while the bishop pine consists of oval shapes. 
Use an HB pencil to outline the tree and render the middle 
values. Switch to a 2B pencil for the darker areas. 


T ree shapes vary tremendously. Some 
are tall and thin, while others are 
short and wide. To provide an authentic 
quality to your drawings, you must render 
the many subtle differences—especially 
among tree families. Each tree has its 
own characteristics and structural growth 
pattern. Study the different tree shapes 
on this and the next three pages. 


Pine trees are evergreens, which have 
needlelike leaves and produce cones 
(coniferous). The pine tree family has 
many species—such as hemlocks, spruce, 
and firs—which have different shapes 
and textures. Adapt your lines and shad¬ 
ing to portray the various types. 


Giant sequoia 


Red fir 


Mountain hemlock 


Ponderosa pine 
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(deciduous). Study the subtle variations of shapes 
shown in these examples. 


As you draw, notice the different techniques used for 
the leaves on each tree. First sketch the trunk, and 
then draw the general shape of the whole group of 
leaves before shading the foliage. 


Use the side of 
Ihe pencil lead for 
the basic layout 
sketches. 


Sketching Leaves Broad-leaved trees—such as 
beeches, maples, and some oaks-have broad, flat 
leaves, produce flowers, and shed leaves every fall 


Variations of value create the thick, 
dense foliage of the r ed maple. 


American white oak ' 



Tree Shapes (CONT.) 



A variety of tree families is represented 
on these pages. Notice the difference 
in shapes and textures between the trunks 
and leaves. 


You will need a round HB and flat sketch 
pencils to draw these trees. Refer to the 
small layout sketches to lightly block in 
the guidelines. Experiment with a variety 
of strokes to develop the unique appear¬ 
ance of each tree. 


S/uir/>. palmed 
leaves radiate 
from the brain lies 


Use short, thick strokes 
to create texture on the 
trunk and branches. 


Coconut palm 


Make short, quick 
lines with a blunt I IB 
pencil to draw tin* 
palm fronds. 


Desert smoke tree 



Studying Differences Study the sketch of the tree you 
wish to draw. Block in the basic shape with the side of the 
pencil lead, keeping the lines simple and smooth. Then 
add any unique features, such as a stray, leafless branch 
or small clusters of foliage. To create texture, try changing 
the direction of your strokes, as well as the angle at which 
you hold the pencil. 


Monterey cypress 


Vie bold lines in draw the Monterey cypress rind 
tliin, delicate strobes for the weeping willow. 


Bristlecone pine 


Use the slutrp point of 
an HB pencil to draw the 
needles. Dark variations 
should be applied using 
the side of a 2B pencil 


Lombardy poplar 






by William F. Powell 


A lthough the building in this landscape lies in the back¬ 
ground, it still appears to be the main focus. Start with sim¬ 
ple shapes and lines to lay out most of the elements in step 1. 
The building should be the correct size in relation to the trees, 
and all elements should be drawn in proper perspective. 


3 





Focusing on Development In steps 2 through 4, 
refine the shapes, and begin to add some detail within 
the foliage and along the edge of the road. When you 
begin shading in step 5, start in the background, filling 
in the shadows first. As you progress, work on the entire 
drawing so it doesn’t appear as though you emphasized a 
certain area. Although the structure is the main focus, the 
entire drawing should be finished with the same level of 
thought and care. 



1 



Establishing the Basic Structure This drawing was done on plate-finish Bristol 
board. In this landscape, the view is closer than In the previous drawing; therefore, the 
structure takes up more space. In steps 1 lightly sketch the major shapes with an HB 
pencil, using as few lines as possible. Be sure the persepctive is correct before shading. 


Creating Form Begin creating form by shading the back¬ 
ground with a 2B pencil. Apply strokes in various direc¬ 
tions, studying closely where the shading values differ. 
Shade with long vertical strokes along the structure wall; 
these will contrast with the bushy background texture. 

Next fill in the shadows between the water wheel, spokes, 
and trough. Keep the shading light and even at first; then 
make the darker shadows heavier and more saturated. 





The background shading should 
be darkest near the edges of 
the center of interest. 


Finishing Your Drawing A nice quality about this draw¬ 
ing is that some details appear sketchy and unfinished. 
Keep this in mind as you work on your own original land¬ 
scapes. Try not to overwork your drawings. 


Mountains by William F. Powell 


A mountain landscape can be blocked in with a few straight 
lines, as shown in step 1. Refine the shapes into the rugged 
mountains in step 2, keeping in mind that it isn't necessary to 
include every indentation and curvature you see. Just include 


the major ones to capture the essence of the subject. As you 
shade in steps 3 and 4, remember that areas indenting deepest 
into the mountain should be shaded darker to bring out the 
rock)’ texture. 



no 




Jaggra lines creme 
effective tree s/iapes 
and branches. \ 


Varying Techniques This landscape requires you to 
incorporate a number of drawing techniques. Add the 
trees in the foreground last, using jagged squiggles and 
lines for the branches. 
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Because the background mountains are far away, keep 
the shading less detailed in those areas. Vary the light 
and dark values around the trees to create the effect that 
some trees are closer than others. 
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Deserts 


by William F. Powell 


D eserts make excellent landscape subjects because they pro¬ 
vide a variety of challenging textures and shapes. In step 1, 
lay out the major elements with an HB pencil then refine the 


shapes. Then add a few light shadows in step 2. The finished 
drawing shows minimal shading, which creates the illusion of 
expansive light around the entire landscape. 
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Emphasizing Size The great vertical stature of these incredible rocks produces a dramatic desert landscape. From 
this angle, it seems as though you are peering up at them; therefore, the rocks have an overpowering presence. Block 
in all the basic shapes before shading. Use a sharp 28 pencil to fill in the crevices and cracks. This drawing is unique 
because the shading in the foreground is darker than the shading in the background. This effect is caused by the position 
of the light source (the sun); it is to the left of the main rock formations, creating shadows on the right side of the rocks. 








Creek with Rocks by William F. Powell 


D rawing landscapes containing creeks and rocks is a great way 
to improve artistic skills because of the variety of surface 
textures. It’s imperative that your preliminary drawing accurately 


shows depth by overlapping elements, uses proper perspective, 
and maintains a pleasing balance of elements. This eliminates 
the need to make corrections later. 



Starting with a Basic Sketch Begin shading the trees in the distance; then work your 
way to the middle ground and foreground. Remember—don't completely shade each object 
before moving to the next one. Work on the entire drawing so it maintains a sense of unity. 


You don't want one area to unbalance the landscape or appear as though you spent more 
time on it. Even though there are many light and dark areas throughout the drawing, the 
degree of shading should remain relatively consistent. 
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Rendering Texture Use the side of an HB pencil, shading in even strokes, to create the 
reflections in the water. Keep in mind that an object's reflection is somewhat distorted in 
moving water and mirrored in still water. For example, the reflection of the sharp rock edges 


here appears blurred and uneven. Closely study your landscape so you don't miss any 
of the details. Apply strokes in directions that correspond with the rocks' rugged, uneven 
texture, and fill in the areas between the cracks with a sharp 2B or 4B pencil. 
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Sycamore Lane by William F. Powell 


A good sketch will go a long way toward capturing the mood 
of a scene. In this drawing, the tree is obviously old and 
majestic. The trunk leans dramatically from its base to the 


middle of the drawing at the top. The winding road serves two 
purposes—it leads the eye into the drawing and creates contrast, 
which balances out the nearly straight line of the trunk. 



Step One To begin this scene, place the basic shapes, refine them, and then add values. 
Apply light and middle values to establish a backdrop for more intense shading. 




Step Two Refine the shapes of the trees and the road. Then use light vertical strokes for 
the trees in the background. Continue adding details as you work toward the foreground. 



Step Three Continue adding values, and work your way to the foreground. 


Step Four Use the side of an HB for the wide strokes of foliage and shaded areas. 




Step Five Add final dark values. Continue the foliage texture, leaving some areas lighter to create depth. Lightly shade the sky areas; then clean out the cloud forms with a kneaded eraser. 
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Half Dome, Yosemite by William F. Powell 


B ecause Half Dome, located in Yosemite Valley, California, is 
fairly well known and recognizable, you should try to render 
the shapes and forms as close to the actual location as possible. 


Sketching Loosely Block in the general 
shapes of the landscape elements in step 
i, including the trees and surrounding rock 
formations. 
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Distinguishing Surfaces Start shading the face of Half 
Dome in step 2, using vertical strokes. Try to capture the major 
crevices so the drawing resembles the actual location. As you 
shade, remember to change the direction of your strokes with 
each new surface plane. 
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Leading the Eye Continue shading around the 
drawing. Study how values and textures lead the 
eye to the main subject. The trees and water serve 
as surrounding elements, naturally "framing" the 
huge rock dome. 
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Chapter 5 




Introduction to 

People 


From the subtleties of emotion conveyed by facial expressions to 
the limitless number of shapes the human form can take, people are 
some of the most captivating subjects to draw. Knowing how to 
capture a human likeness also gives you the confidence to explore 
a wider range of subjects and compositions in your drawing adven¬ 
tures. In the following pages, you’ll learn the basic principles of 
drawing figures, from finding the proper proportions to sketching 
profiles and studying the movements of the human body. You'll also 
learn how to apply simple shading techniques that will bring life to 
all of your portraits! 
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Beginning Portraiture 


by Michael Butkus 


A good starling point for drawing people is the head and face. 

The shapes are fairly simple, and the proportions are easy to 
measure. And portraiture is also very rewarding. You can feel a 
great sense of satisfaction when you look at a portrait you’ve drawn 
and see a true likeness of your subject, especially when the model 
is someone near and dear to you. So why not start with children? 

Drawing a Child’s Portrait 
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Understanding a 
Child's Proportions 

Draw guidelines to divide 
the head in half horizontally; 
then divide the lower half 
into fourths. Use the guide¬ 
lines to place the eyes, nose, 
ears, and mouth, as shown. 


Once you’ve practiced drawing features, you’re ready for a full 
portrait. You’ll probably want to draw from a photo, though, since 
children rarely sit still for very long! Study the features carefully, 
and try to draw what you truly see, and not what you think an 
eye or a nose should look like. But don't be discouraged if you 
don't get a perfect likeness right off the bat. Just keep practicing! 



1/4 





Separating the Features Before you 
attempt a full portrait, try drawing the 
features separately to get a feel for the 
shapes and forms. Look at faces in books 
and magazines, and draw as many 
different features as you can. 





Common 

Proportion Flaws 

Quite a few things are wrong with these drawings 
of this child's head. Compare them to the photo at 
left, and see if you can spot the errors before 
reading the captions. 


Starting with a Good Photo When working 
from photographs, some artists prefer candid, 
relaxed poses over formal, "shoulders square” por¬ 
traits. You can also try to get a doseup shot of the 
face so you can really study the features. 
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Sketching the Guidelines 

First pencil an oval for the shape 
of the head, and lightly draw a 
vertical center line. Then add 
horizontal guidelines according 
to the chart at the top of the 
page, and sketched in the gen¬ 
eral outlines of the features. 
When you are happy with the 
overall sketch, carefully 
erase the guidelines. 



Finishing the Portrait 

With the side of my pencil, 
start laying in the middle 
values of the shadow areas, 
Increasing the pressure 
slightly around the eye, nose, 
and collar. For the darkest 
shadows and the straight, black 
hair, use the side of a 2B and 
overlap your strokes, adding 
a few fine hairs along the 
forehead with the sharp- 
pointed tip of my pencil. 


Thin Neck 

The child in the photo at left 
has a slender neck, but not 
this slender! Refer to the 
photo to see where his neck 
appears to touch his face 
and ear. 


Not Enough Forehead 

Children have proportion¬ 
ately larger foreheads than 
adults do. By making the 
forehead too small in this 
example, I've added years 
to the child’s age. 


Cheeks Too Round 

Children do have round faces, 
but don’t make them look 
like chipmunks. And be sure 
to make the ears round, not 
pointed. 


Sticks for Eyelashes 

Eyelashes should not stick 
straight out like spokes on a 
wheel. And draw the teeth as 
one shape; don’t try to draw 
each tooth separately. 
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Drawing the Adult Head 



An adult's head has slightly different proportions than a child’s head 






Drawing the Profile 



Some people have very pro¬ 
nounced features, so it can 
be fun to draw them in pro¬ 
file. Use the point and the 
side of an HB for this pose. 


(see page 124 for more precise adult proportions), but the drawing 
process is the same: sketch in guidelines to place the features, and 
start with a sketch of basic shapes. And don't forget the profile view. 
Adults with interesting features are a lot of fun to draw from the 
side, where you can really see the shape of the brow, the outline 
of the nose, and the form of the lips. 


Focusing on Adult 
Proportions Look for 
the proportions that make 
your adult subject unique; 
notice the distance from 
the top of the head to the 
eyes, from the eyes to the 
the nose, and from the 
nose to the chin. Look at 
where the mouth falls 
between the nose and the 
chin and where the ears 
align with the eyes and 
the nose. 


I] you cun l / iml 
n photo oj uu 
expression you wont to 
[Iran, try looking iri u 
mimir und drnwi itgyour 
own expressions. T/tut 
way vou cun “uisrorn 
niu/ic" them! 


Depicting Shock When 
you want to show an extreme 
expression, focus on the 
lines around the eyes and 
mouth. Exposing the whole, 
round shape of the iris con¬ 
veys a sense of shock, just as 
the exposed eyelid and open 
mouth do. 


Expressing Emotion 

Drawing a wide range of different facial expressions and 
emotions can be quite enjoyable, especially ones that 
are extreme. Because these are just studies and not for¬ 
mal portraits, draw loosely to add energy and a look of 
spontaneity, as if a camera bad captured the face at just 
that moment. Some artists don't bother with a back¬ 
ground, as ihey don’t want anything to detract from 
the expression. But do draw the neck and shoulders 
so the head doesn't appear to be floating in space. 


Portraying Happiness 

Young children have smooth 
complexions, so make the 
smile lines fairly subtle. Use 
light shading with the side 
of your pencil to create 
creases around the mouth, 
and make the eyes slightly 
narrower to show how 
smiles pull the cheek 
muscles up. 


Showing Surprise 

Here a lot of the face has 
been left white to keep 
most of the attention 
on the eyes and mouth. 
Use the tip of the pencil 
for the loose expression 
lines and the side for the 
mass of dark hair. 
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Adult Head Proportions by William F. Powell 


L earning proper head proportions will enable you to accurately 
draw the head of a person. Study the measurements on the 
illustration at right. Then draw a basic oval head shape, and divide 
it in half with a light, horizontal line. On an adult, the eyes fall on 
this line, usually about one "eye-width" apart. Draw another line 
dividing the head in half vertically to locate the position of the nose. 




Looking at Profile Proportions The horizontal length of the head, including the 
nose, is usually equal to the vertical length. Divide the cranial mass into thirds to help 
place the ear. 


I 

Placing Facial Features The diagram below illustrates how to determine correct place¬ 
ment for the rest of the facial features. Study it closely before beginning to draw, and make 
some practice sketches. The bottom of the nose lies halfway between the brow line and the 
bottom of the chin. The bottom lip rests halfway between the nose and the chin. The length 
of the ears extends from brow line to the bottom of the nose. 


Fmnial view 




Skull inside 
human head 


Recognizing Bone Structure The drawing above illustrates how the skull “fills up” the 
head. Familiarizing yourself with bone structure is especially helpful at the shading stage. 
You'll know why the face bulges and curves in certain areas because you'll be aware of the 
bones that lie underneath the skin. 


Three-quarter 
v/nv of skull 


The bottom lip rests 
halfway between the 
nose and the chin. 
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Head Positions by William F. Powell 


T he boxes shown here correlate with 
the head positions directly below 
them. Drawing boxes like these first will 
help you correctly position the head. The 
boxes also allow the major frontal and 
profile planes, or level surfaces, of the 
face to be discernable. Once you become 
comfortable with this process, practice 
drawing the heads shown on this page. 
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by William F. Powell 


T he eyes are the most important feature 
for achieving a true likeness. They also 
reveal the mood or emotion of the person 
you are drawing. Study and practice the dia¬ 
grams showing how to block in frontal and 
profile views of eyes. Notice that with the 
profile, you don't begin with the same shape 
as with the frontal view. 



1 


Even ij fin* rest of the 
features are correct, 
if the eyes aren't draw n 
correctly your drawing 
won't look like 
your subject. 





A person's eyes are 
rarely symmetrical. 
Look for the subtle 
differences in each eye to 
achieve a teal likeness 




Shading the Eyes Shade delicately around the eyes, 
but make your strokes dark enough to show the eyes' 
depth and indentation into the face. Very sharp pencils are 
best for filling in the creases and corners around the eye. 
These tiny areas (which don't get much light) should be 
very dark, gradually getting lighter as you shade away 
from the eye to bring out the contours of the face. 






Eyebrows also play an important part of facial 
expression. They can be bushy or thin, arched or 
straight. Study your subject’s eyebrows carefully 


A three-quarter angle view cun generate 
a totally different mood, especially if the 
eyes aren't completely open. 


Pa\ particular attention to 
the highlights in the eye. 
They bring life and realism 
to the drawing. 


126 


Noses and Ears by William F. Powell 


N oses can be easily developed from simple straight lines. The accordance with the shape of the nose. (A three-quarter view can 
first step is to block in the overall shape, as illustrated by also be drawn with this method.) Then, once you have a good 

the sketches below. Smooth out the corners into subtle curves in preliminary drawing, begin shading to create form. 



Profile view front ill view Upward view Upraised three-quarter view 



The tip of the 
nose usually 
slants upward. 


Shading the Hostrils The nostrils enhance the personality 
of the nose, as well as the person. Make sure the shading inside 
the nostrils isn’t too dark or they might draw too much atten¬ 
tion. Men's nostrils are generally angular, while women's nos¬ 
trils are more gently curved. Observe your subject closely to 
ensure that each feature of your drawing is accurate. 


The lower portion of the nose is made 
u j cartilage, while the tippet portion is 
supported by hone The tip of the rinse 
ulso usually has a slight bull shape 


Cartilage 


Observing Aging The diagram to the right 
illustrates how the nose changes as a person 
ages. In many cases, the tip begins to sag and 
turn downward. Alt of these details are impor¬ 
tant for producing a realistic work. 



Process of an aging nose 



Rendering Ears Ears usually connect to the head 
at a slight angle. To draw an ear, first sketch the gen¬ 
eral shape, and divide it into thirds, as shown above. 
Sketch the “ridges" of the ear with light lines, study¬ 
ing where they fall in relation to the division lines. 
These ridges indicate where to bring out the grooves 
in the ear; you should shade heavier inside them. 
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Woman in Profile by Walter T. Foster 



O nce you have practiced drawing the 

facial features separately and have mem¬ 
orized the proportions, you can combine your 
skills to draw the entire head. Start with a 
simple rendering that has minimal shading, 
such as the profile shown here. 


Establishing Proportions As shown in step 1, use an H8 pencil to block in the 
proportion guidelines. Then carefully sketch the basic shapes of the features, as 
shown in steps 2 and 3. To make your lines smooth and fresh, keep your hand 
loose, and try to draw with your whole arm rather than just your wrist. Check your 
proportions before continuing. 

Finish the drawing by refining the shapes, suggesting the hair, and adding minimal 
shading to the lips and nose with a 2B or 4B pencil. 


A pencil sharpened to a chisel 
point is used to create the broad 
strokes Jar the hair. 










Practice with simple 
renderings until you are able to 
capture a likeness oj your subject 
Later you can progress to more 
detailed draw ings. 


Woman Front View by William F. Powell 



Drawing from a Snapshot in this photo, you can see the sub¬ 
ject's delicate features, smooth skin, and sparkling eyes. But you 
should also to try to capture the features that are unique to her: 
the slightly crooked mouth, smile lines, and wide-set eyes. Note 
also that you can barely see her nostrils. It's details like these 
that will make the drawing look like the subject and no one else. 


Step Four Continue building up the shading with the charcoal 
pencil and willow stick. For gradual blends and soft gradations of 
value, rub the area gently with your finger or a blending stump. 
(Don't use a brush or cloth to remove the excess charcoal dust: it 
will smear the drawing.) 


W hen you are ready to progress to more detailed draw¬ 
ings, try working from a photo. A black-and-white 
photo will allow you to see all the variations in value, which 
will he helpful when shading your subject. 


/ 



Step One Start with a sharp HB charcoal pencil and very 
lightly sketch the general shapes of the head, hair, and 
shirt collar. (Charcoal is used for this drawing because it 
allows for very subtle value changes.) Then lightly place 
the facial features. 


Step Two Begin refining the features, adding the pupil 
and iris in each eye, plus dimples and smile lines. At this 
stage, study the photo carefully so you can duplicate the 
angles and lines that make the features unique to your 
subject Then begin adding a few shadows. 


Step Three As you develop the forms with shading, use 
the side of an HB charcoal pencil and follow the direction of 
the facial planes. Then shape a kneaded eraser to a point 
to lift out the eye highlights, and use a soft willow charcoal 
stick for the dark masses of hair. 
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Girl in Profile 


by Walter T. Foster 


T he youth of children is brought out 
with a delicate approach. Simple ren¬ 
derings like these require minimal shading 
to create the appearance of smooth skin. 


Placing the Features In step 1, begin with a very simple 
block-in method, using a curved line and horizontal strokes 
to determine placement of the eyebrow, eye, nose, mouth, 
and chin. In step 2, sketch in the features, along with the 
outline of the hair. Study your model to make sure that 
your proportions are correct. 



< ' 


Renu mber that children 
generally have smooth, 
round Jcaturcs. 


The hair ribbon should 
appear to wrap around 
the head; it shouldn't look 
as ij it is sitting on top 
of it. Tty to make it 
blend into the hair. 
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Add a suggestion of 
i lathing so the head 
doesn't appear to Ih' 
floating in the middle 
of the paper. 


A black felt-tip mar ker is 
used for the final drawing 


Refining Details In step 3, refine the features and suggest the waves and curls with 
loose strokes. In the final rendering, develop the features, making your strokes bold and 
definite. Note that you don’t have to draw every strand of hair; just a few lines are enough 
to indicate the hair style. 
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Boy in Profile 


by William F. Powell 


T his drawing of a young boy uses a slightly different block-in 
method than was used in the previous exercise. The outline 
of the entire head shape is sketched first, along with the propor¬ 
tion guidelines. Of course, you can use whichever method you 
prefer. 


Use a 2B pencil with 
a blunt lip to create 
darker snakes in this 
area, bringing out tin- 
pan in the hair. 


Step Three As you reach the final, develop the form by shad¬ 
ing within the smile lines, under the chin, below the hairline, 
and inside the part of the hair. 


Step One Lightly sketch the overall head shape with short, 
quick strokes. This may be tricky because the head is not at a 
complete profile—but you can do it! Observe your subject close¬ 
ly: notice that a portion of the right cheek is visible, along with 
the eyelashes of the right eye. 


Add some spots 
along the check 
to suggest freckles. 


Step Two Begin to darken and smooth your block-in lines 
into more refined shapes. As you work, keep checking your 
proportions. 


Willi Just a few minor changes, 
you ran change ilie expression 
on your subject's face. Try- 
raising the eyebrows, widening 
the eyes, and opening the 
mouth. What happens? 


E bODY by William F. Powell 


T he human body is challenging to ren¬ 
der; therefore it’s important to start 
with a quick drawing of the basic skeletal 
structure. The human skeleton can be 
compared to the wood frame of a house; it 
supports and affects the figure’s entire form. 



Torso forms into triangle shape 


Drawing the Torso The frontal view illustrates the 
planes of the body, which are created from the skeleton's 
form. In men's bodies especially, the torso forms a triangle 
shape between the shoulder blades and the waist. In 
women's torsos, the triangle shape is generally less pro¬ 
nounced, and their bodies can even resemble an inverted 
triangle. In other words, the widest part of the body may 
be at the hips. (Refer to the diagram on page 134.) 
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Hands and Feet by William F. Powell 


H ands and feet are very expressive parts of the body and are 
also an artistic challenge. To familiarize yourself with hand 
proportions, begin by drawing three curved lines equidistant 
from each other. The tips of the fingers fall at the first line, the 
second knuckle at the middle line, and the first knuckle at the 
last one. The third knuckle falls halfway between the finger tips 
and the second knuckle. The palm, coincidentally, is approxi¬ 
mately the same length as the middle finger. 
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Drawing Hands Every time 
a Finger bends at the knuckle, 
a new plane is created. 
Picture the three-dimensional 
shape of the hand in various 
positions. This will help you 
correctly draw the hand. 







Drawing Feet Follow the steps shown to draw the feet. Block in the shape in two parts: 
the main part of the foot and the toes. Once you’ve drawn a good outline, add minimal 
shading so you don’t call too much attention to the feet. 
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Figures in Action by Michael Butkus 


T o draw the human figure from head to toe, it helps to know 
something about the framework on which it’s built. Many art 
classes have students draw people as skeletons—which is good 
practice in visualizing how all the parts fit together. You don't 
have to try that exercise; the simple drawings on page 132 will 
suffice. But do start with simple stick figure sketches of the skull, 
shoulders, rib cage, and add the arms and legs. Then once you 
have the proportions right, you can flesh out the forms. 

Capturing Action 

Remember that a gesture drawing is a quick, rough sketch that 
illustrates a moment of an action. (See page 15.) The idea is just 
to capture the gesture—it isn't about trying to get a likeness. Give 
yourself 10 minutes to draw the entire figure engaged in some 
sport or full-body activity, working either from life or from a 
photo. Set a timer and stop when the alarm goes off. Working 
against the clock teaches you to focus on the essentials and get 
them down on paper quickly. 



Sketching the Adult 
Form The average adult 
is 7-1/2 heads tall, but 
artists often draw adults 
8 heads tall to add stature. 
The adult male has wide 
shoulders and narrower 
hips, whereas the adult 
female has narrower 
shoulders and wide hips. 
Notice that the midpoint is 
at the hips, not the waist, 
and that the fingers reach 
to mid-thigh. Refer to this 
chart to help you draw the 
correct proportions. 




Developing Gesture Drawings 

Start with a simple stick figure to 
catch the motion; then add circles 
and ovals and flesh out the forms. 
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Suggesting Movement First sketch in diagonal center 
lines for the arms and legs, adding ovals and circles for the 
heads and joints. Then rough in the general outlines. 



The human figure 
can be btvken down 
into several basic shapes 
To help you see the human 
body in three-dimensional 
form, practice building 
a figure with cylinders, 
boxes and spheres 
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Blocking in Shadows 

To keep the feeling of free 
movement, don’t draw 
perfectly refined lines and 
shadows. Instead, focus 
on making delicate out¬ 
lines for the dancers, and 
quickly lay in broad, dark 
strokes for their clothing. 





Preparing the Return Even when a player has paused, there 
is still a line of action—in this case, two. This woman is crouch- 


Winding Up Baseball 
pitchers balance for a 
moment on one leg, just 
before throwing the ball. 
Here draw an S-curve for 
the action line, to show 
the way the opposing top 
and bottom curves keep 
the player balanced. 


Drawing Figures at Sport 

One of the best subjects for action drawings are sports figures. 
Although many artists thoroughly enjoy watching the games, 
they rarely draw from life; some would much rather work 
from photos that have stopped the action for them! Begin 
by drawing the action line; then build the rest of the figure 
around that line, paying careful attention to the way the 
body maintains its balance. It wouldn't do to have an 
athlete appear to be about to fall over! 


Swinging Batters balance 
on both legs, swinging the bat 
through in a complete semi¬ 
circular motion. This modified 
C-curve (an extra turn was 
added for the foot) catches 
\ the full range of the 

player's movement. 

V \ 


ing and actively holding her racket poised, so draw separate 
action lines for her body and her arm. 
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Figures in Action (CONT.) 


B efore drawing this ballerina, lightly 
sketch the center line of balance, as 
well as the action line representing the 
shape of her spine. Start out with straight 
lines to lay out her body parts in correct 
proportion, eventually smoothing out the 
lines in accordance with her body contours. 






Drawing the Hands The position 
of this subject's hands also enhances 
her serene, graceful mood, lust as 
the ballerina appears delicate, so 
should the shading you apply on 
both her skin and costume. In other 
words, keep your shading minimal. 


I'Ar 


by William F. Powell 



Face Detail When you reach the stage of drawing 
the dancer's facial features, it's important that her 
expression corresponds with the feeling of her pose. 
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Nofife that the line of action can he 
the same or two figures in different 
poses. This is illustrated in the sketches 
of the tennis players below. 



S x J 




S\H> 



M/M) 

A} 


V 1 


? 

( 




Depicting Partial Figures Partial figures, like the 
conductor, are another challenge. In drawings like these, 
pay particular attention to the angles of the arms, shoulders, 
and head—they determine the pose and mood of the person. 
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Combining Two Figures in Action Try combining two fig¬ 
ures together in an action pose, such as these ballet dancers. 
Once you've blocked in one figure, use it as a reference for 
blocking in the other one. Remember that you want the figures 
to appear as part of the same drawing, and not like two people 
drawn separately and then placed together. It’s important to 
develop the shading for both figures at the same time. 


Portraying Children by Michael Butkus 


C hildren are a joy to watch, and they make charming drawing subjects. If you don't 
have children of your own to observe, lake a sketchpad to the beach or a neighbor¬ 
hood park, and make quick thumbnail sketches of kids at play. Sometimes it actually 
helps if you don’t know your subject personally, because that way you see from a fresh 
and objective point of view. 

Making Quick Sketches 

Children are more free and flexible in their expressions, ges¬ 
tures, poses, and movements than their inhibited elders arc. 

To make sure you don't overwork your drawings of children, 
do speed sketches: Watch your subject closely for several 
minutes; then close your eyes and form a picture of what you 
just saw. Next open your eyes and draw quickly from memo¬ 
ry. This helps you keep your drawings uncomplicated—just as 
children are. Try it; it’s a lot of fun! 
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Showing Her Age 

This girl has a charming 
expression as she shyly 
shows off her artwork. 
She is young, but not a 
toddler, so her head and 
legs are more in propor¬ 
tion to her body than they 
are in a younger child. 


Exploring a Toddler's Proportions 

Toddlers are approximately 4 heads tall, 
which makes their heads appear dispro¬ 
portionately large. 


Establishing a Child's Proportions 

By about age 10, most children are closer 
to adult proportions, standing about 7 
heads tall. 



Practicing Proportions 

This little guy is a perfect example 
of a toddler: 4 heads tall, square 
body, and chubby legs and hands. 
His shoes are a little too big for his 
feet, which is exactly the way they 
are drawn. And to show that this 
was a bright summer day, 
he is shaded in only lightly, 
with pure white left for the 
areas in full sun. 
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Staging To make sure they were the center of attention, these two youngsters were placed right up front, so they dwarf the background scenery. 


Drawing the Differences 

Of course, there’s more to drawing 
children than making sure they 
are the right number of heads tall. 
Their facial proportions are different 
from an adult’s (see pages 122 and 
123), and they have pudgier hands 
and feet with relatively short fingers 
and toes. They often have slightly 
protruding stomachs, and their 
forms in general are soft and round. 
Keep your pencil lines soft and 
light when drawing children, and 
vour strokes loose and fresh. 




Studying Hands and Feet 

Study these drawings of children’s 
hands and feet; then compare them 
to your own. Children’s fingers are 
short and plump, with an almost 
triangular shape. Their feet are soft 
and fleshy, with a predominantly 
square shape. 


Composing Figures by William F. Powell 


C reating a good composition is impor¬ 
tant in any drawing; therefore, let 
your subject(s) guide you. It’s not neces¬ 
sary to place the main subject directly in 
the center of your composition. For exam¬ 
ple, the eyes of the girls below are looking 
in different directions, which determines 
where the girls are positioned. 




Zooming In Intentionally drawing your subject larger 
than the image area, as in the example below, is also a 
unique composition. While part of the image may be cut 
off, this kind of close-up creates a dramatic mood. 



Combining Multiple Subjects You can create a flow 
or connection between multiple subjects in a composition 
by creatively using circles and ellipses, as shown to the 
right. 



Practicing Curvatures Curved lines are good composi¬ 
tion elements—they can evoke harmony and balance in 
your work. Try drawing some curved lines around the 
paper. The empty areas guide you in placing figures 
around your drawing. 


Producing Sharp Angles Sharp angles can produce 
dramatic compositions. Draw a few straight lines in various 
angles, and make them intersect at certain points. Zig¬ 
zagging lines also form sharp corners that give the compo¬ 
sition an energetic feeling. 



The compositions above and bcloiv illustrate bow arm position, evcsigltr direction, 
and line intersection can guide the eye to a particular point of interest 
Using these examples, tty to design some of your own original compositions. 
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People in Perspective by William F. Powell 


K nowing the principles of perspective 
allows you to draw more than one 
person in a scene realistically. As when 
you're drawing a building (see page 99), 
first establish the horizon line and the van¬ 
ishing points. Any figures drawn along 
these lines will be in proper perspective. 
Study the diagrams at right and below to 
help you. 




Drawing Full Figures The technique illustrated 
above can be applied when drawing entire figures, 
shown in the diagram at right. Although all of these 
examples include just one vanishing point, a composi¬ 
tion can even have two or three vanishing points. (See 
pages 8-9.) 
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muscles of, 123, 134 
in perspective, 141 
profiles, 121, 123, 125. 126. 127, 

128, 130, 131 

proportions of, 121, 122, 123, 124, 128, 

129, 130, 131, 133, 134, 

136, 138, 139 

skin and complexions of, 123, 131, 

132,136 

women, 120, 128, 129, 132, 134 
Fixative, 7 

Flowers. See Still lifes (flowers) 

Foliage. Sec Landscapes (and trees and 
foliage) 

Foreshortening, 9, 86 
Form 

defined, 18 

developing, 20-21, 23, 59, 72. 78, 80, 
83, 84,85, 95, 127, 133, 134 
See also specific techniques 
Format, and composition, 48 
Forms 

basic. 9, 10, 18 
creating and building, 18 
seeing, 19 

See also Shapes; specific forms 
Foster, Walter T„ 59, 80, 128. 130 
Fruit. Sec Still lifes (fruit and vegetables) 
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G 

Gesture drawing, 14, 15, 134 
Glass. See Still lifcs (glassware, pottery, 
and other containers) 

Glaze, 47 

H 

Highlights and animals, 59, 65, 67, 68, 69, 
70,83, 85,87, 89,91,93 
and figures, 126 
and shadows, 21 

and still lifes, 25, 26, 32, 42, 43, 47, 

52, 53 

and values, 20, 21 

Hills. See Landscapes (and mountains 
and hills) 

Horses. See Animals (horses) 

I 

India ink, 81, 126, 129 

K 

Knives, 6, 7 


Landscapes 

background of, 98, 100, 102, 103, 108, 
109, 111, 113, 114, 116 
and basic shapes, 104 
and clouds, 12, 97, 100-101, 117 
and composition, 98 
and deserts, 112-113 
foreground of, 98, 99, 111, 113, 114, 116 
middle ground of, 98, 114 
and mountains and hills, 97, 99, 110-111 
panoramic view in, 98 
and perspective, 97, 99, 108, 114 
and points of view, 97, 109 
and roads, 98, 99, 108, 116-117 
and rocks. 97. 102-103, 114-115. 
118-119 

and structures, 99, 108-109 

and trees and foliage, 12, 13, 96, 97, 

98, 99, 102, 103, 104-107, 108, 

111, 113, 115, 116-117, 118, 119 
and water, 96, 97, 114-115, 119 
Light 

and animals, 73, 75, 90 
candlelight, 30 

and landscapes, 102, 112, 113 
and shading, 73, 75, 90, 102, 112. 113, 
114, 140 


and shadows, 9, 20, 21, 32 
and still lifes, 32 
Lighting, 6, 48 
Line of direction, 48 
Lines 

and action, 13. 15, 18, 134, 135, 

136,137 
angled, 52, 140 

and animals, 56, 60. 63, 64. 65, 66, 67, 

71, 72, 73, 74, 75, 76, 77, 80, 81. 82, 
83. 84, 85, 86, 90, 91. 92. 93, 94, 95 

in background, 74, 78 

and basic shapes, 18, 19 

block-in, 27, 42. 46, 53, 62, 64, 65. 69. 

72, 74. 76, 81, 82, 83, 84, 86, 92, 95, 
102. 103, 106, 107, 110, 113, 116, 
118, 126, 127, 129, 130, 131, 132, 

133, 134, 137 
and composition, 140 
and contour drawing, 14 

and figures, 122, 123, 124. 125, 126, 

127, 128, 129, 130. 131, 132, 133, 

134, 135, 136, 137, 139. 140, 141 
and foreshortening, 9, 86 

jagged, 111 

and landscapes, 99, 100, 102, 103, 104. 
106. 107, 108, 109, 110, 111, 113, 
116,118 

and pencil types, 7 

and perspective, 8. 141 

and scribbling, 12, 78 

and still lifes, 24, 25, 27, 33. 34. 35, 36. 

38, 44, 46, 47, 48. 52, 53 
width of. 34, 35, 85 
zigzagging, 66, 140 

M 

Maltseff, Michele, 81. 84-85 
Matte finish, 51 

Mountains. See Landscapes (and mountains 
and hills) 

Movement, conveying, 13, 15, 57, 115, 

121, 134-137 


N 

Negative space, 13, 28. 51 
Night drawing, 6 

0 

Observation and seeing, 10, 14-15, 53, 58, 
74, 81, 82, 83, 88, 102, 104, 127 
Overworking a drawing, 70, 74, 138 


P 

Painting, 8 
Papers, 6, 7, 8, 44 
Pencils 

flat sketching, 45, 47, 101, 106 
holding, 10, 18. 107, 129 
and lead softness, 7 
sharpening, 7 
and values, 21 
People. See Figures 
Perspective, 8-9 
and figures, 141 

and landscapes, 97, 99, 108, 114 
one-point, 8 
and still lifes, 23, 53 
two-point, 8 

Photographs, using, 21,48, 88. 118, 122, 
134,135 

Portraits. See Figures 
Positive space, 13 

Powell, William F, 12-15, 22, 24-54, 59, 
62-67, 86-96, 98-119, 120, 124-127, 
129, 136-137, 140-141 
Proportions 

and animals, 56, 58, 61, 75, 80, 81, 85, 
86, 89 

and figures, 121, 122. 123, 124, 128, 

129, 130, 131, 132, 133, 134, 136, 
138,139 

and landscapes, 108 
and still lifes, 11, 34, 53 

R 

Realism, 97,99, 126, 127 
Rectangles, 16, 18, 93 
Reflections, 50-51 
Roads. See Landscapes (and roads) 

Rocks. See Landscapes (and rocks) 
Roughing in, 10 

s 

Sandpaper block, 7 
Scribbling, 10, 12, 13 
Shading, 6 

and animals, 55, 56, 57, 59, 60, 61, 62, 
63, 64, 65, 66, 68, 70. 71, 72. 73, 74. 
75, 76, 79, 80, 81, 83, 84, 85, 86. 87, 
88, 89, 90,91,92,93, 94.95 
creating depth with, 9 
and figures, 121, 123, 124. 125, 126, 

127, 128, 129, 131. 132, 133, 134, 
135, 136, 137, 138 
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hatching and cross-hatching, 34, 35. 

39, 85 

and landscapes, 97, 100. 101, 102, 103, 
104, 105, 108, 109, 110, 111, 112, 
113, 114, 115, 116, 117, 119 
and light source, 73, 75, 90, 102, 

113, 138 

and pencil types, 7 
and roughing in, 10 

and still liles, 23, 24, 25, 26, 27, 28, 29, 
30, 31, 32, 33, 34, 35, 36, 37, 38, 

39, 40, 41, 42, 43, 45, 46, 47, 49, 

50, 51, 53 
and values, 20, 21 
Shadows 

and animals, 56, 57, 64, 67, 74, 75, 85, 
89, 91, 92, 94, 95 

cast, 9, 20, 25, 27, 28, 31, 32, 33, 48, 
49,51,74, 85,91,92, 94, 95 
and developing form, 20 
and figures, 122, 134 
and hatch strokes, 34 
and highlights, 21 

and landscapes, 101, 108, 109, 112, 113 
and roughing in. 10 

and still lifes, 12, 20, 26, 27, 28, 29. 31. 
32, 33. 34, 46, 47, 48, 49, 51, 52 
Shapes 
basic, 18-19 

See also Animals (and basic shapes); 
Figures (and basic shapes); 
Landscapes (and basic shapes); 

Still li/cs (and basic shapes) 
combining. 18 
seeing, 19 
Silhouetting, 13 
Sketch pads. 6, 12, 118, 138 
Sketchbooks, 6, 8, 88 
Sketching 

and developing form, 20-21 
and painting, 8 
starting with, 12-13 
techniques, 12-13 
"thumbnail," 21,48, 138 
Spheres, 9, 10, 18, 20, 134 


Squares. 18, 19, 139 
Still lifes 

and background. 22, 32, 37, 45, 48, 52 

and basic shapes, 11, 19 

books, 19 

bread, 52-53 

candlelight, 30 

cheese, 20 

and composition, 48-49 
eggs, 50-51 

flowers, 12, 31, 32, 33, 34-47 
fruit and vegetables, 19, 20, 23, 24-25, 
26-27, 48-49 

glassware, pottery, and other containers, 
19, 21, 30, 32, 48-49, 50-51, 52-53 
pinecones and trees, 28-29 
reflections and lace, 50-51 
and sketching, 12 
traditional, 23 

Stroke and lift technique, 27, 29, 33 
Strokes 

and animals, 56, 57, 58, 60, 61, 63, 65, 
66, 67, 68, 70. 71, 72, 73, 74, 75, 76, 
77, 78, 79, 80. 82, 83, 84, 85, 86, 89, 
90, 91, 92, 93, 94, 95 
and figures, 122, 125, 126, 129, 131, 

132, 133, 134, 139 

hatch and cross-hatch, 34, 35, 39, 85 
and landscapes, 101, 106, 107, 109, 115, 
116, 119 

and movement, 13, 57 
and sketching, 12, 18 
and still lifes, 24, 25, 27, 29, 30, 33, 34, 
35, 45, 46, 47, 48, 49, 52 
and tools, 7 
and warming up, 10 
Structures. See Landscapes (and 
structures) 

Sunlight. 103, 113, 140 
See also Light 

T 

Tavonatti, Mia, 58, 60-61, 68-71, 72-79, 
82-83 

Techniques. See specific techniques 


Texture 

and animals, 56, 57, 67, 68, 69, 72, 

77, 83,84, 88, 90,91,92, 94 
and charcoal papers, 6 
and landscapes, 101, 103, 104, 106, 107, 
109, 110, 111, 113, 115, 117, 119 
rough, 12, 47 

and still lifes, 24, 27, 28, 29, 32, 44, 

49, 52 

Tools and materials, 6-7, 88 
See also specific tools and materials 
Tortillons, 6 
Trapezoids, 85 

Trees. See Landscapes (and trees and 
foliage) 

Triangles, 18 

and animals, 59, 60, 65, 78, 90 
and figures, 132, 139 
and landscapes, 104 

V 

Values, 5 

and animals, 59, 66, 67, 73, 74, 76, 79, 
82, 83 

and composition, 48, 49 
and creating illusion of color, 63 
and developing form, 20, 21, 83 
and figures, 122 

and landscapes, 102, 104, 105, 109, 

111, 116, 117, 119 
and rough texture, 12 
and still lifes, 52 
Vanishing point, 141 
Vantage point, 87, 93 
Vellum finish, 52 

w 

Warming up, 10-11 
Water 

and landscapes. 96, 97, 114-115, 119 
reflections in, 115 
and still lifes, 25, 43 
waterdrops, 33 
waves, 13 
Work station, 6 
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This compilation of simple projects from some of the most popular 
titles in our How to Draw and Paint Series provides beginners the 
perfect introduction to drawing. Filled with easy step-by-step dem¬ 
onstrations and inspiring artwork, The Art of Basic Drawing shows 
aspiring artists how to draw everything from flowers and 
still lifes to landscapes, animals, and people. 


All the artists in this collection have developed their own style and 
approach to drawing, so there are countless lessons to be learned 
from their individual and distinct perspectives. Discover how 
exciting drawing can be! 
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